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 ﾠ 1	 ﾠ
Narrative	 ﾠModeling	 ﾠand	 ﾠCommunity	 ﾠOrganizing	 ﾠ	 ﾠ
in	 ﾠThe	 ﾠPale	 ﾠKing	 ﾠand	 ﾠInfinite	 ﾠJest	 ﾠ
Andrew	 ﾠWarren	 ﾠ
	 ﾠ
But	 ﾠhow	 ﾠto	 ﾠmake	 ﾠthat?	 ﾠHow—for	 ﾠa	 ﾠwriter	 ﾠtoday,	 ﾠeven	 ﾠa	 ﾠtalented	 ﾠwriter	 ﾠtoday—to	 ﾠget	 ﾠup	 ﾠthe	 ﾠ
guts	 ﾠto	 ﾠeven	 ﾠtry?	 ﾠThere	 ﾠare	 ﾠno	 ﾠformulas	 ﾠor	 ﾠguarantees.	 ﾠThere	 ﾠare,	 ﾠhowever,	 ﾠmodels.	 ﾠ
	 ﾠ 	 ﾠ 	 ﾠ 	 ﾠ 	 ﾠ 	 ﾠ —DFW,	 ﾠ“Joseph	 ﾠFrank’s	 ﾠDostoyevsky”	 ﾠ(274)	 ﾠ
	 ﾠ
He’d	 ﾠbeen	 ﾠstudying	 ﾠfor	 ﾠthe	 ﾠCPA	 ﾠexam	 ﾠfor	 ﾠthree	 ﾠand	 ﾠa	 ﾠhalf	 ﾠyears.	 ﾠIt	 ﾠwas	 ﾠlike	 ﾠtrying	 ﾠto	 ﾠbuild	 ﾠa	 ﾠ
model	 ﾠin	 ﾠa	 ﾠhigh	 ﾠwind.	 ﾠ	 ﾠ‘The	 ﾠmost	 ﾠimportant	 ﾠcomponent	 ﾠin	 ﾠorganizing	 ﾠa	 ﾠstructure	 ﾠfor	 ﾠeffective	 ﾠ
study	 ﾠis:’	 ﾠsomething.	 ﾠWhat	 ﾠkilled	 ﾠhim	 ﾠwere	 ﾠthe	 ﾠstory	 ﾠproblems.	 ﾠ	 ﾠ
—DFW,	 ﾠThe	 ﾠPale	 ﾠKing	 ﾠ(9)	 ﾠ
	 ﾠ
In	 ﾠthis	 ﾠessay	 ﾠI	 ﾠexplore	 ﾠa	 ﾠnumber	 ﾠof	 ﾠnarrative	 ﾠmodels	 ﾠas	 ﾠthey	 ﾠappear	 ﾠin	 ﾠThe	 ﾠPale	 ﾠKing	 ﾠand	 ﾠ
Infinite	 ﾠJest.	 ﾠ	 ﾠI	 ﾠlook,	 ﾠthat	 ﾠis,	 ﾠat	 ﾠplaces	 ﾠwhere	 ﾠthose	 ﾠnovels	 ﾠexplicitly	 ﾠor	 ﾠimplicitly	 ﾠmodel	 ﾠhow	 ﾠ
narration	 ﾠworks	 ﾠwithin	 ﾠthe	 ﾠdiscourse	 ﾠof	 ﾠfiction.	 ﾠI	 ﾠlimit	 ﾠmyself	 ﾠto	 ﾠfour:	 ﾠwhat	 ﾠI	 ﾠcall	 ﾠthe	 ﾠ
Contracted	 ﾠRealism	 ﾠModel	 ﾠand	 ﾠthe	 ﾠSpontaneous	 ﾠData	 ﾠIntrusion	 ﾠModel	 ﾠin	 ﾠPale	 ﾠKing;	 ﾠthe	 ﾠ
Jargony	 ﾠArgot	 ﾠModel	 ﾠand	 ﾠthe	 ﾠFree	 ﾠIndirect	 ﾠWraith	 ﾠModel	 ﾠin	 ﾠInfinite	 ﾠJest.	 ﾠ	 ﾠThe	 ﾠlist	 ﾠis	 ﾠby	 ﾠno	 ﾠ
means	 ﾠexhaustive,	 ﾠbut	 ﾠeach	 ﾠexample	 ﾠpoints	 ﾠtowards	 ﾠa	 ﾠdifferent	 ﾠway	 ﾠof	 ﾠconstructing	 ﾠ
community	 ﾠwithin	 ﾠa	 ﾠnovel,	 ﾠwhat	 ﾠI	 ﾠargue	 ﾠis	 ﾠa	 ﾠcentral	 ﾠaesthetic	 ﾠand	 ﾠethical	 ﾠtension	 ﾠin	 ﾠ
Wallace’s	 ﾠoeuvre.	 ﾠ	 ﾠThe	 ﾠopening	 ﾠsection	 ﾠof	 ﾠeach	 ﾠnovel	 ﾠends	 ﾠwith	 ﾠan	 ﾠallegory	 ﾠof	 ﾠboth	 ﾠreading	 ﾠ
and	 ﾠnarrative:	 ﾠ“Read	 ﾠthese”	 ﾠ(PK	 ﾠ4);	 ﾠ“’So	 ﾠyo	 ﾠthen	 ﾠman	 ﾠwhat’s	 ﾠyour	 ﾠstory?”	 ﾠ(IJ	 ﾠ17).	 ﾠ	 ﾠThis	 ﾠ
modeling	 ﾠof	 ﾠnarrative	 ﾠwithin	 ﾠnarrative	 ﾠisn’t	 ﾠmere	 ﾠdeconstructive	 ﾠplay	 ﾠor	 ﾠpostmodern	 ﾠ
recursion,	 ﾠbut	 ﾠgets	 ﾠat	 ﾠthe	 ﾠheart	 ﾠof	 ﾠwhy	 ﾠWallace	 ﾠwrites	 ﾠfiction	 ﾠat	 ﾠall.	 ﾠ	 ﾠFurther,	 ﾠit	 ﾠis	 ﾠcrucial	 ﾠthat	 ﾠ
there	 ﾠexist	 ﾠseveral	 ﾠcompeting,	 ﾠoverlapping	 ﾠand	 ﾠperhaps	 ﾠincompatible	 ﾠmodels	 ﾠat	 ﾠwork	 ﾠin	 ﾠ
any	 ﾠgiven	 ﾠnovel;	 ﾠsuch	 ﾠcompetition	 ﾠand	 ﾠincompletion	 ﾠprompts	 ﾠa	 ﾠcontinual	 ﾠnegotiation	 ﾠ
among	 ﾠthe	 ﾠcommunities	 ﾠposited	 ﾠor	 ﾠcontested	 ﾠin	 ﾠthe	 ﾠnovels.	 ﾠ
	 ﾠ
I.	 ﾠModel#1:	 ﾠContracted	 ﾠRealism	 ﾠin	 ﾠPale	 ﾠKing	 ﾠ
	 ﾠ	 ﾠ 2	 ﾠ
In	 ﾠa	 ﾠworking	 ﾠnote	 ﾠincluded	 ﾠat	 ﾠthe	 ﾠend	 ﾠof	 ﾠPale	 ﾠKing	 ﾠwe	 ﾠfind	 ﾠwhat	 ﾠappears	 ﾠto	 ﾠbe	 ﾠone	 ﾠof	 ﾠthe	 ﾠ
novel’s	 ﾠcrucial	 ﾠorganizing	 ﾠprinciples:	 ﾠ“Central	 ﾠDeal:	 ﾠRealism,	 ﾠmonotony.”	 ﾠ(PK	 ﾠ546).	 ﾠ	 ﾠAnd	 ﾠyet:	 ﾠ
“Drinion	 ﾠis	 ﾠactually	 ﾠlevitating	 ﾠslightly,	 ﾠwhich	 ﾠis	 ﾠwhat	 ﾠhappens	 ﾠwhen	 ﾠhe	 ﾠis	 ﾠcompletely	 ﾠ
immersed;	 ﾠit’s	 ﾠvery	 ﾠslight,	 ﾠand	 ﾠno	 ﾠone	 ﾠcan	 ﾠsee	 ﾠthat	 ﾠhis	 ﾠbottom	 ﾠis	 ﾠfloating	 ﾠslightly	 ﾠabove	 ﾠthe	 ﾠ
seat	 ﾠof	 ﾠhis	 ﾠchair”	 ﾠ(485).	 ﾠ	 ﾠAnd	 ﾠyet:	 ﾠ“The	 ﾠtruth	 ﾠis	 ﾠthat	 ﾠthere	 ﾠare	 ﾠtwo	 ﾠactual,	 ﾠnon-ﾭ‐hallucinatory	 ﾠ
ghosts	 ﾠhaunting	 ﾠPost	 ﾠ047’s	 ﾠwiggle	 ﾠroom”	 ﾠ(315).	 ﾠ	 ﾠAnd	 ﾠyet:	 ﾠ“he,	 ﾠthe	 ﾠinfant…	 ﾠlike	 ﾠany	 ﾠother	 ﾠ
GM,	 ﾠhad	 ﾠcleared	 ﾠits	 ﾠthroat	 ﾠin	 ﾠan	 ﾠexpectant	 ﾠway	 ﾠin	 ﾠorder	 ﾠto	 ﾠget	 ﾠmy	 ﾠattention…	 ﾠand,	 ﾠgazing	 ﾠat	 ﾠ
me	 ﾠfiercely,	 ﾠsaid—yes,	 ﾠsaid,	 ﾠin	 ﾠa	 ﾠhigh	 ﾠand	 ﾠl-ﾭ‐deficient	 ﾠbut	 ﾠunmistakable	 ﾠvoice—‘Well?’”	 ﾠ
(393).	 ﾠOr:	 ﾠ“An	 ﾠobscure	 ﾠbut	 ﾠtrue	 ﾠpiece	 ﾠof	 ﾠparanormal	 ﾠtrivia:	 ﾠThere	 ﾠis	 ﾠsuch	 ﾠa	 ﾠthing	 ﾠas	 ﾠa	 ﾠfact	 ﾠ
psychic”	 ﾠ(118).	 ﾠ	 ﾠAnd	 ﾠfinally:	 ﾠ“Harriet	 ﾠCandeleria	 ﾠturns	 ﾠa	 ﾠpage.	 ﾠ	 ﾠAnand	 ﾠSingh	 ﾠturns	 ﾠa	 ﾠpage.	 ﾠ	 ﾠEd	 ﾠ
Shackleford	 ﾠturns	 ﾠa	 ﾠpage.	 ﾠ	 ﾠTwo	 ﾠclocks,	 ﾠtwo	 ﾠghosts,	 ﾠone	 ﾠsquare	 ﾠacre	 ﾠof	 ﾠhidden	 ﾠmirror.	 ﾠ	 ﾠKen	 ﾠ
Wax	 ﾠturns	 ﾠa	 ﾠpage.	 ﾠ	 ﾠJay	 ﾠLandauer	 ﾠfeels	 ﾠabsently	 ﾠat	 ﾠhis	 ﾠface.	 ﾠ	 ﾠEvery	 ﾠlove	 ﾠstory	 ﾠis	 ﾠa	 ﾠghost	 ﾠstory.	 ﾠ
Ryne	 ﾠHobratschk	 ﾠturns	 ﾠa	 ﾠpage.	 ﾠMatt	 ﾠRedgate	 ﾠturns	 ﾠa	 ﾠpage…”	 ﾠ(312,	 ﾠcolumn	 ﾠ2).	 ﾠ
Each	 ﾠof	 ﾠthese	 ﾠmoments	 ﾠchallenges	 ﾠThe	 ﾠPale	 ﾠKing’s	 ﾠCentral	 ﾠDeal,	 ﾠalbeit	 ﾠin	 ﾠdifferent	 ﾠ
ways.	 ﾠ	 ﾠThey	 ﾠalso	 ﾠoffer	 ﾠup	 ﾠmodels	 ﾠof	 ﾠreading	 ﾠand	 ﾠnarration—again,	 ﾠin	 ﾠdifferent	 ﾠways.	 ﾠ	 ﾠThose	 ﾠ
models,	 ﾠand	 ﾠtheir	 ﾠraison	 ﾠd’être,	 ﾠwill	 ﾠbe	 ﾠthis	 ﾠarticle’s	 ﾠguiding	 ﾠconcern,	 ﾠbut	 ﾠlet’s	 ﾠfirst	 ﾠcite	 ﾠthe	 ﾠ
note	 ﾠmore	 ﾠfully:	 ﾠ“Central	 ﾠDeal:	 ﾠRealism,	 ﾠmonotony.	 ﾠ	 ﾠPlot	 ﾠa	 ﾠseries	 ﾠof	 ﾠset-ﾭ‐ups	 ﾠfor	 ﾠstuff	 ﾠ
happening,	 ﾠbut	 ﾠnothing	 ﾠactually	 ﾠhappens.”	 ﾠ	 ﾠIn	 ﾠa	 ﾠsense,	 ﾠthe	 ﾠexplanation	 ﾠfor	 ﾠthe	 ﾠbreaking	 ﾠof	 ﾠ
the	 ﾠCentral	 ﾠDeal	 ﾠis	 ﾠwritten	 ﾠwithin	 ﾠit.	 ﾠ	 ﾠIf	 ﾠnothing	 ﾠis	 ﾠgoing	 ﾠto	 ﾠhappen	 ﾠin	 ﾠThe	 ﾠPale	 ﾠKing,	 ﾠthen	 ﾠ
there	 ﾠneeds	 ﾠto	 ﾠbe	 ﾠa	 ﾠseries	 ﾠof	 ﾠsmall	 ﾠreaderly	 ﾠcompensations:	 ﾠa	 ﾠcouple	 ﾠof	 ﾠghosts;	 ﾠa	 ﾠman	 ﾠ
levitating;	 ﾠa	 ﾠfact	 ﾠpsychic;	 ﾠa	 ﾠtalking	 ﾠbaby;	 ﾠlyricism.	 ﾠ	 ﾠ	 ﾠ
Realism,	 ﾠwhich	 ﾠWallace	 ﾠhere	 ﾠequates	 ﾠwith	 ﾠa	 ﾠkind	 ﾠof	 ﾠnarrative	 ﾠmonotony,	 ﾠis	 ﾠboth	 ﾠthe	 ﾠ
novel’s	 ﾠCentral	 ﾠDeal	 ﾠand	 ﾠa	 ﾠBum	 ﾠDeal,	 ﾠa	 ﾠ“set-ﾭ‐up.”	 ﾠ	 ﾠHence,	 ﾠperhaps,	 ﾠthe	 ﾠnovel’s	 ﾠcontinually	 ﾠ	 ﾠ 3	 ﾠ
positing	 ﾠalternative	 ﾠmodels	 ﾠfor	 ﾠreading	 ﾠand	 ﾠnarrative.	 ﾠ	 ﾠThey	 ﾠare	 ﾠperks,	 ﾠbenefits	 ﾠthat	 ﾠa	 ﾠ
human	 ﾠauthor	 ﾠcan	 ﾠoffer	 ﾠa	 ﾠhuman	 ﾠreader,	 ﾠa	 ﾠnegotiation	 ﾠwhich	 ﾠmirrors	 ﾠthe	 ﾠnovel’s	 ﾠ“Big	 ﾠ
issue…	 ﾠhuman	 ﾠexaminers	 ﾠor	 ﾠmachines”	 ﾠ(545).	 ﾠ	 ﾠIt	 ﾠalso	 ﾠreflects	 ﾠone	 ﾠof	 ﾠWallace’s	 ﾠmost	 ﾠ
persistent,	 ﾠif	 ﾠobviously	 ﾠproblematic	 ﾠ(see	 ﾠAubry	 ﾠ117-ﾭ‐25),	 ﾠformulations	 ﾠof	 ﾠhow	 ﾠliterature	 ﾠ
works:	 ﾠ“writing	 ﾠis	 ﾠan	 ﾠact	 ﾠof	 ﾠcommunication	 ﾠbetween	 ﾠone	 ﾠhuman	 ﾠbeing	 ﾠand	 ﾠanother”	 ﾠ
(“Greatly”	 ﾠ144);	 ﾠor,	 ﾠmore	 ﾠfamously,	 ﾠ“fiction	 ﾠis	 ﾠabout	 ﾠwhat	 ﾠit	 ﾠmeans	 ﾠto	 ﾠbe	 ﾠa	 ﾠfucking	 ﾠhuman	 ﾠ
being”	 ﾠ(McCaffery	 ﾠ131).	 ﾠ	 ﾠIndeed,	 ﾠit’s	 ﾠno	 ﾠaccident	 ﾠthat	 ﾠthe	 ﾠterm,	 ﾠhuman,	 ﾠrecurs	 ﾠno	 ﾠfewer	 ﾠthan	 ﾠ
twenty	 ﾠtimes	 ﾠin	 ﾠthat	 ﾠcelebrated	 ﾠinterview.	 ﾠ	 ﾠWhat	 ﾠthe	 ﾠ“real	 ﾠauthor,	 ﾠthe	 ﾠliving	 ﾠhuman	 ﾠholding	 ﾠ
the	 ﾠpencil”	 ﾠ(PK	 ﾠ67)	 ﾠcan	 ﾠoffer	 ﾠin	 ﾠa	 ﾠfiction	 ﾠlike	 ﾠPale	 ﾠKing	 ﾠis,	 ﾠin	 ﾠa	 ﾠword,	 ﾠwiggle	 ﾠroom,	 ﾠ“some	 ﾠ
slack	 ﾠor	 ﾠplay	 ﾠin	 ﾠthe	 ﾠrules	 ﾠand	 ﾠprocedures”	 ﾠ(116)	 ﾠof	 ﾠa	 ﾠnovel.	 ﾠ	 ﾠThis	 ﾠcontract—the	 ﾠDeal—with	 ﾠ
the	 ﾠreader,	 ﾠin	 ﾠwhich	 ﾠthe	 ﾠwriter	 ﾠtenders	 ﾠa	 ﾠmeditation	 ﾠon	 ﾠboredom	 ﾠand	 ﾠattention	 ﾠin	 ﾠexchange	 ﾠ
for	 ﾠthe	 ﾠreader’s	 ﾠactual	 ﾠboredom	 ﾠand	 ﾠattention,	 ﾠis	 ﾠtherefore	 ﾠasymmetrical	 ﾠfrom	 ﾠthe	 ﾠstart,	 ﾠand	 ﾠ
it	 ﾠis	 ﾠso	 ﾠeven	 ﾠif	 ﾠthe	 ﾠwriter’s	 ﾠown	 ﾠboredom	 ﾠexceeds	 ﾠthe	 ﾠreader’s	 ﾠby	 ﾠa	 ﾠthousandfold.1	 ﾠThe	 ﾠ
asymmetry	 ﾠis	 ﾠpeculiar	 ﾠfor	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠboth	 ﾠthe	 ﾠreader	 ﾠand	 ﾠthe	 ﾠwriter	 ﾠsometimes	 ﾠappear	 ﾠto	 ﾠ
be	 ﾠgiving	 ﾠup	 ﾠmore	 ﾠthan	 ﾠthey	 ﾠare	 ﾠreceiving,	 ﾠand	 ﾠthis	 ﾠhappens	 ﾠbecause	 ﾠthe	 ﾠtransaction	 ﾠis	 ﾠ
necessarily	 ﾠmediated	 ﾠthrough	 ﾠa	 ﾠvast,	 ﾠseemingly	 ﾠimmovable	 ﾠeconomic	 ﾠand	 ﾠlegal	 ﾠapparatus.	 ﾠ	 ﾠ
It’s	 ﾠthe	 ﾠone	 ﾠdiscussed	 ﾠin	 ﾠthe	 ﾠfirst	 ﾠ“Author	 ﾠHere”	 ﾠsection:	 ﾠ“right	 ﾠhere	 ﾠbefore	 ﾠus,	 ﾠhidden	 ﾠby	 ﾠ
virtue	 ﾠof	 ﾠits	 ﾠsize”	 ﾠ(85).	 ﾠ	 ﾠPerhaps	 ﾠanother	 ﾠname	 ﾠfor	 ﾠthe	 ﾠapparatus	 ﾠis	 ﾠ“Reality”	 ﾠ(or	 ﾠin	 ﾠthe	 ﾠ
Kenyon	 ﾠSpeech,	 ﾠ“Water”),	 ﾠand	 ﾠany	 ﾠnarrative	 ﾠwhich	 ﾠaims	 ﾠto	 ﾠrender	 ﾠthe	 ﾠreaderly	 ﾠcontract	 ﾠ
transparent	 ﾠmust	 ﾠremain	 ﾠattentive	 ﾠto	 ﾠthat	 ﾠarbitrating	 ﾠthird	 ﾠparty.	 ﾠ
This	 ﾠis	 ﾠperhaps	 ﾠthe	 ﾠmost	 ﾠobviously	 ﾠforegrounded	 ﾠmodel	 ﾠfor	 ﾠnarration	 ﾠthat	 ﾠruns	 ﾠ
through	 ﾠthe	 ﾠnovel:	 ﾠThe	 ﾠContracted	 ﾠRealism	 ﾠModel.	 ﾠ	 ﾠIt’s	 ﾠa	 ﾠmode	 ﾠof	 ﾠstorytelling	 ﾠthat	 ﾠresonates	 ﾠ
with	 ﾠthe	 ﾠnovel’s	 ﾠovertly	 ﾠpolitical	 ﾠconcerns,	 ﾠparticularly	 ﾠthe	 ﾠrise	 ﾠof	 ﾠthe	 ﾠNeo-ﾭ‐Liberal	 ﾠmyth	 ﾠof	 ﾠ	 ﾠ 4	 ﾠ
the	 ﾠautonomous	 ﾠindividual’s	 ﾠright	 ﾠto	 ﾠchoose:	 ﾠto	 ﾠpay	 ﾠtaxes	 ﾠand	 ﾠparticipate	 ﾠin	 ﾠcivic	 ﾠlife;	 ﾠto	 ﾠjoin	 ﾠ
a	 ﾠparticular	 ﾠcommunity,	 ﾠsuch	 ﾠas	 ﾠa	 ﾠchurch	 ﾠor	 ﾠthe	 ﾠIRS;	 ﾠto	 ﾠpurchase	 ﾠor	 ﾠread	 ﾠa	 ﾠnovel.	 ﾠ	 ﾠRealism	 ﾠ
per	 ﾠse	 ﾠis	 ﾠperennially	 ﾠdifficult	 ﾠto	 ﾠpin	 ﾠdown,	 ﾠbut	 ﾠin	 ﾠits	 ﾠclassical	 ﾠform	 ﾠwe	 ﾠmight	 ﾠsay	 ﾠthat	 ﾠit	 ﾠis	 ﾠa	 ﾠ
mode	 ﾠof	 ﾠrepresentation	 ﾠparticularly	 ﾠattendant	 ﾠto	 ﾠthe	 ﾠcauses	 ﾠand	 ﾠminutiae	 ﾠinvolved	 ﾠin	 ﾠday-ﾭ‐
to-ﾭ‐day	 ﾠhuman	 ﾠlife.	 ﾠ	 ﾠBut,	 ﾠof	 ﾠcourse,	 ﾠno	 ﾠactual	 ﾠrealist	 ﾠbelieves	 ﾠthat	 ﾠthey	 ﾠcould	 ﾠever	 ﾠproduce	 ﾠin	 ﾠ
art	 ﾠan	 ﾠisomorphic	 ﾠcorrespondence	 ﾠwith	 ﾠreality.	 ﾠ	 ﾠReality	 ﾠas	 ﾠsuch	 ﾠis	 ﾠsimply	 ﾠtoo	 ﾠlarge	 ﾠand	 ﾠ
complex	 ﾠto	 ﾠfit	 ﾠwithin	 ﾠany	 ﾠgiven	 ﾠrepresentational	 ﾠform.	 ﾠ	 ﾠTake	 ﾠthe	 ﾠcase	 ﾠof	 ﾠClaude	 ﾠSylvanshine,	 ﾠ
fact	 ﾠpsychic,	 ﾠan	 ﾠexample	 ﾠto	 ﾠwhich	 ﾠwe	 ﾠwill	 ﾠreturn	 ﾠin	 ﾠthe	 ﾠSudden	 ﾠData	 ﾠIntrusion	 ﾠModel	 ﾠof	 ﾠ
Narration.	 ﾠ	 ﾠHe	 ﾠ“tastes	 ﾠa	 ﾠHostess	 ﾠcupcake.	 ﾠKnows	 ﾠwhere	 ﾠit	 ﾠwas	 ﾠmade;	 ﾠknows	 ﾠwho	 ﾠran	 ﾠthe	 ﾠ
machine	 ﾠthat	 ﾠsprayed	 ﾠa	 ﾠlight	 ﾠcoating	 ﾠof	 ﾠchocolate	 ﾠfrosting	 ﾠon	 ﾠtop;	 ﾠknows	 ﾠthat	 ﾠperson’s	 ﾠ
weight,	 ﾠshoe	 ﾠsize,	 ﾠbowling	 ﾠaverage,	 ﾠAmerican	 ﾠLegion	 ﾠcareer	 ﾠbatting	 ﾠaverage;	 ﾠhe	 ﾠknows	 ﾠthe	 ﾠ
dimensions	 ﾠof	 ﾠthe	 ﾠroom	 ﾠthat	 ﾠperson	 ﾠis	 ﾠin	 ﾠright	 ﾠnow.	 ﾠOverwhelming”	 ﾠ(121).	 ﾠ	 ﾠThe	 ﾠweb	 ﾠof	 ﾠ
causation	 ﾠinvolved	 ﾠin	 ﾠany	 ﾠparticular	 ﾠhuman	 ﾠevent	 ﾠis	 ﾠsimply	 ﾠtoo	 ﾠvast	 ﾠand	 ﾠtangled	 ﾠto	 ﾠ
represent	 ﾠin	 ﾠfull	 ﾠand	 ﾠa	 ﾠprocess	 ﾠof	 ﾠselection	 ﾠand	 ﾠarrangement	 ﾠbecomes	 ﾠnecessary.	 ﾠ	 ﾠLiterary	 ﾠ
realism	 ﾠis	 ﾠtherefore	 ﾠself-ﾭ‐consciously	 ﾠstructured	 ﾠby	 ﾠa	 ﾠdelimited	 ﾠ(and	 ﾠdelimiting)	 ﾠset	 ﾠof	 ﾠcodes	 ﾠ
and	 ﾠconventions	 ﾠabout	 ﾠwhich	 ﾠthe	 ﾠreader	 ﾠis,	 ﾠor	 ﾠshould	 ﾠbe,	 ﾠaware.	 ﾠ
At	 ﾠits	 ﾠcore	 ﾠContracted	 ﾠRealism,	 ﾠas	 ﾠI	 ﾠam	 ﾠcalling	 ﾠit,	 ﾠaims	 ﾠto	 ﾠfaithfully	 ﾠrender	 ﾠreality’s	 ﾠ
fine	 ﾠprint	 ﾠlegible;	 ﾠto,	 ﾠas	 ﾠit	 ﾠwere,	 ﾠenlarge	 ﾠit.	 ﾠ	 ﾠThat	 ﾠtask	 ﾠincludes	 ﾠnot	 ﾠonly	 ﾠdirecting	 ﾠour	 ﾠ
attention	 ﾠto	 ﾠthe—economic,	 ﾠsocial,	 ﾠpolitical,	 ﾠlegal,	 ﾠ&c—interdependence	 ﾠof	 ﾠthe	 ﾠ
contemporary	 ﾠU.S.,	 ﾠbut	 ﾠalso	 ﾠpointing	 ﾠto	 ﾠthe	 ﾠtacit	 ﾠcontract	 ﾠbetween	 ﾠnovel	 ﾠand	 ﾠreader.	 ﾠ	 ﾠIn	 ﾠthe	 ﾠ
history	 ﾠof	 ﾠthe	 ﾠnovel	 ﾠthat	 ﾠself-ﾭ‐conscious	 ﾠdiscussion	 ﾠof	 ﾠthe	 ﾠreaderly	 ﾠcontract	 ﾠis	 ﾠnothing	 ﾠnew;	 ﾠ
with	 ﾠthe	 ﾠ“Bill	 ﾠof	 ﾠFare”	 ﾠin	 ﾠTom	 ﾠJones	 ﾠ(1749),	 ﾠfor	 ﾠexample,	 ﾠFielding	 ﾠearly	 ﾠon	 ﾠrecognizes	 ﾠthe	 ﾠ
novel	 ﾠas	 ﾠa	 ﾠgenre	 ﾠensnared	 ﾠin	 ﾠ(ostensibly	 ﾠliberal)	 ﾠcommercial	 ﾠand	 ﾠcontractual	 ﾠdiscourses	 ﾠ	 ﾠ 5	 ﾠ
(Fielding	 ﾠ31-ﾭ‐4).	 ﾠ	 ﾠSuch	 ﾠrecursion	 ﾠin	 ﾠPale	 ﾠKing	 ﾠwould	 ﾠbe,	 ﾠin	 ﾠMark	 ﾠMcGurl’s	 ﾠterms,	 ﾠ“perfectly	 ﾠ
routine”	 ﾠ(48);	 ﾠthat	 ﾠis,	 ﾠsimply	 ﾠa	 ﾠdepiction	 ﾠof	 ﾠwhat	 ﾠit	 ﾠmeans	 ﾠto	 ﾠcreate	 ﾠand	 ﾠconsume	 ﾠart	 ﾠwithin	 ﾠ
the	 ﾠcontext	 ﾠof	 ﾠa	 ﾠsystem,	 ﾠeven	 ﾠif	 ﾠPale	 ﾠKing	 ﾠtells	 ﾠus	 ﾠnew	 ﾠthings	 ﾠabout	 ﾠthe	 ﾠsystems	 ﾠthat	 ﾠ
surround	 ﾠand	 ﾠcreate	 ﾠus.	 ﾠ	 ﾠContracted	 ﾠRealism	 ﾠis	 ﾠtherefore	 ﾠboth	 ﾠa	 ﾠmode	 ﾠof	 ﾠconstructing	 ﾠ
communities	 ﾠ(between	 ﾠreader	 ﾠand	 ﾠauthor,	 ﾠreader	 ﾠand	 ﾠother	 ﾠreaders,	 ﾠ&c)	 ﾠand	 ﾠof	 ﾠrendering	 ﾠ
the	 ﾠworkings	 ﾠof	 ﾠalready-ﾭ‐present	 ﾠcommunities	 ﾠexplicit	 ﾠ(say,	 ﾠAA	 ﾠor	 ﾠthe	 ﾠIRS).	 ﾠ	 ﾠIt	 ﾠis,	 ﾠin	 ﾠother	 ﾠ
words,	 ﾠa	 ﾠmodel2	 ﾠof	 ﾠcommunity,	 ﾠa	 ﾠtopic	 ﾠI	 ﾠdiscuss	 ﾠat	 ﾠmuch	 ﾠgreater	 ﾠlength	 ﾠbelow.	 ﾠ	 ﾠ
Consider,	 ﾠin	 ﾠthis	 ﾠcontext,	 ﾠthe	 ﾠspeech	 ﾠthat	 ﾠconverts	 ﾠChris	 ﾠFogle	 ﾠto	 ﾠthe	 ﾠIRS:	 ﾠ	 ﾠ
‘To	 ﾠretain	 ﾠcare	 ﾠand	 ﾠscrupulosity	 ﾠabout	 ﾠeach	 ﾠdetail	 ﾠfrom	 ﾠwithin	 ﾠthe	 ﾠteeming	 ﾠwormball	 ﾠ
of	 ﾠdata	 ﾠand	 ﾠrule	 ﾠand	 ﾠexception	 ﾠand	 ﾠcontingency	 ﾠwhich	 ﾠconstitutes	 ﾠreal-ﾭ‐world	 ﾠ
accounting—this	 ﾠis	 ﾠheroism…	 ﾠRoutine,	 ﾠrepetition,	 ﾠtedium,	 ﾠmonotony,	 ﾠephemeracy,	 ﾠ
inconsequence,	 ﾠabstraction,	 ﾠdisorder,	 ﾠboredom,	 ﾠangst,	 ﾠennui—these	 ﾠare	 ﾠthe	 ﾠtrue	 ﾠ
hero’s	 ﾠenemies,	 ﾠand	 ﾠmake	 ﾠno	 ﾠmistake,	 ﾠthey	 ﾠare	 ﾠfearsome	 ﾠindeed.	 ﾠFor	 ﾠthey	 ﾠare	 ﾠreal’	 ﾠ
(231).	 ﾠ
The	 ﾠemphasis	 ﾠon	 ﾠthe	 ﾠ“real,”	 ﾠ“real-ﾭ‐world”	 ﾠand	 ﾠ“detail”	 ﾠclues	 ﾠus	 ﾠin	 ﾠto	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠthe	 ﾠspeech	 ﾠ
is	 ﾠin	 ﾠa	 ﾠsense	 ﾠallegorical	 ﾠof	 ﾠone	 ﾠof	 ﾠthe	 ﾠnovel’s	 ﾠcentral	 ﾠgoals.	 ﾠ	 ﾠAt	 ﾠthe	 ﾠsame	 ﾠtime,	 ﾠhowever,	 ﾠ
Contracted	 ﾠRealism	 ﾠis	 ﾠkeenly	 ﾠaware	 ﾠthat	 ﾠ“routine,	 ﾠrepetition,	 ﾠmonotony,	 ﾠephemeracy,	 ﾠ
inconsequence”	 ﾠmake	 ﾠfor	 ﾠa	 ﾠpoor	 ﾠstory.	 ﾠ	 ﾠThis	 ﾠtension	 ﾠover	 ﾠclassical	 ﾠrealism	 ﾠis	 ﾠregistered	 ﾠ
again	 ﾠin	 ﾠCh	 ﾠ9’s	 ﾠcollection	 ﾠof	 ﾠauthors:	 ﾠ“My	 ﾠspecific	 ﾠdream	 ﾠwas	 ﾠof	 ﾠbecoming	 ﾠan	 ﾠimmortally	 ﾠ
great	 ﾠfiction	 ﾠwriter,	 ﾠà	 ﾠla	 ﾠGaddis	 ﾠor	 ﾠAnderson,	 ﾠBalzac	 ﾠor	 ﾠPerec,	 ﾠ&c”	 ﾠ(73).	 ﾠ	 ﾠBold	 ﾠ
experimentalism	 ﾠ(Perec,	 ﾠGaddis)	 ﾠis	 ﾠhere	 ﾠballasted	 ﾠby	 ﾠFrench	 ﾠand	 ﾠAmerican	 ﾠparagons	 ﾠof	 ﾠ
realism	 ﾠ(Balzac,	 ﾠAnderson).	 ﾠ	 ﾠAnd	 ﾠvice	 ﾠversa.	 ﾠ	 ﾠ 6	 ﾠ
	 ﾠ Hence	 ﾠthe	 ﾠnovel’s	 ﾠaforementioned	 ﾠ“compensations”:	 ﾠthe	 ﾠghosts;	 ﾠthe	 ﾠtalking	 ﾠinfant;	 ﾠ
the	 ﾠlyricism;	 ﾠthe	 ﾠlevitation.	 ﾠ	 ﾠI	 ﾠdo	 ﾠnot	 ﾠbelieve,	 ﾠhowever,	 ﾠthat	 ﾠthese	 ﾠliterary	 ﾠcompensations	 ﾠare	 ﾠ
the	 ﾠsame	 ﾠthing	 ﾠas	 ﾠmere	 ﾠ“entertainment,”	 ﾠthat	 ﾠcharged	 ﾠword	 ﾠin	 ﾠWallace’s	 ﾠoeuvre.	 ﾠ	 ﾠRather,	 ﾠ
they	 ﾠarise	 ﾠfrom	 ﾠContracted	 ﾠRealism’s	 ﾠalternate	 ﾠgoal	 ﾠof	 ﾠfaithfully	 ﾠrepresenting	 ﾠthe	 ﾠlived	 ﾠ
experience	 ﾠof	 ﾠhuman	 ﾠreality.	 ﾠ	 ﾠThis	 ﾠincludes	 ﾠthe	 ﾠnotes’	 ﾠstated	 ﾠfact	 ﾠthat	 ﾠ“bliss—a	 ﾠsecond-ﾭ‐by-ﾭ‐
second	 ﾠjoy	 ﾠat	 ﾠthe	 ﾠgift	 ﾠof	 ﾠbeing	 ﾠalive,	 ﾠconscious—lies	 ﾠon	 ﾠthe	 ﾠother	 ﾠside	 ﾠof	 ﾠcrushing,	 ﾠcrushing	 ﾠ
boredom”	 ﾠ(546).	 ﾠ	 ﾠLevitation	 ﾠor	 ﾠlyricism	 ﾠare	 ﾠperhaps	 ﾠindirect	 ﾠtechniques	 ﾠor	 ﾠanalogies	 ﾠfor	 ﾠ
conveying	 ﾠthat	 ﾠhuman	 ﾠ“bliss,”	 ﾠa	 ﾠway	 ﾠof	 ﾠputting	 ﾠsome	 ﾠspace	 ﾠbetween	 ﾠoneself	 ﾠand	 ﾠthe	 ﾠearth.	 ﾠ	 ﾠ
Just	 ﾠas	 ﾠPale	 ﾠKing	 ﾠevery	 ﾠso	 ﾠoften	 ﾠattempts	 ﾠto	 ﾠcommunicate	 ﾠthe	 ﾠincommunicable	 ﾠexpanse	 ﾠof	 ﾠ
external	 ﾠreality,	 ﾠit	 ﾠalso	 ﾠis	 ﾠtasked	 ﾠwith	 ﾠcommunicating	 ﾠa	 ﾠboundless	 ﾠinternal	 ﾠreality,	 ﾠwhat	 ﾠin	 ﾠ
“Good	 ﾠOld	 ﾠNeon”	 ﾠis	 ﾠdescribed	 ﾠas	 ﾠ“the	 ﾠmillions	 ﾠand	 ﾠtrillions	 ﾠof	 ﾠthoughts,	 ﾠmemories,	 ﾠ
juxtapositions—even	 ﾠcrazy	 ﾠones	 ﾠlike	 ﾠthis,	 ﾠyou’re	 ﾠthinking—that	 ﾠflash	 ﾠthrough	 ﾠyour	 ﾠhead	 ﾠ
and	 ﾠdisappear”	 ﾠ(“Good”	 ﾠ178).	 ﾠ	 ﾠSuch	 ﾠapparent	 ﾠincommunicability	 ﾠwould	 ﾠseem	 ﾠto	 ﾠlimit	 ﾠthe	 ﾠ
intensity	 ﾠor	 ﾠfullness	 ﾠof	 ﾠthe	 ﾠcommunities	 ﾠwe	 ﾠcan	 ﾠforge	 ﾠat	 ﾠthe	 ﾠsame	 ﾠtime	 ﾠthat	 ﾠit	 ﾠties	 ﾠus	 ﾠto	 ﾠa	 ﾠ
more	 ﾠinexplicable	 ﾠone—those	 ﾠwho	 ﾠare	 ﾠsimilarly	 ﾠconstrained.	 ﾠ	 ﾠIt’s	 ﾠa	 ﾠcentral	 ﾠtension	 ﾠin	 ﾠ
Wallace’s	 ﾠoeuvre	 ﾠwhich,	 ﾠI	 ﾠargue,	 ﾠoften	 ﾠexpresses	 ﾠitself	 ﾠat	 ﾠthe	 ﾠlevel	 ﾠof	 ﾠnarrative	 ﾠtechnique.	 ﾠ
	 ﾠ
	 ﾠ
II.	 ﾠCommunity	 ﾠOrganizing	 ﾠand	 ﾠModel#2:	 ﾠJargony	 ﾠArgot	 ﾠin	 ﾠInfinite	 ﾠJest	 ﾠ
	 ﾠ
Central	 ﾠto	 ﾠmy	 ﾠthinking	 ﾠabout	 ﾠWallace’s	 ﾠnarrative	 ﾠmodels	 ﾠhas	 ﾠbeen	 ﾠHillis	 ﾠMiller’s	 ﾠwork	 ﾠon	 ﾠ
the	 ﾠrelation	 ﾠbetween	 ﾠliterature	 ﾠand	 ﾠspeech	 ﾠacts,	 ﾠparticularly	 ﾠas	 ﾠthey	 ﾠbear	 ﾠupon	 ﾠhow	 ﾠnovels	 ﾠ
seem	 ﾠto	 ﾠform	 ﾠpeculiar	 ﾠkinds	 ﾠof	 ﾠcommunities.	 ﾠ	 ﾠIn	 ﾠhis	 ﾠown	 ﾠthinking	 ﾠMiller	 ﾠdraws	 ﾠprimarily	 ﾠon	 ﾠ
Jean-ﾭ‐Luc	 ﾠNancy’s	 ﾠLa	 ﾠcommunauté	 ﾠdésoeuvrée	 ﾠ(The	 ﾠInoperative	 ﾠCommunity,	 ﾠperhaps	 ﾠbetter	 ﾠ
translated	 ﾠas	 ﾠThe	 ﾠUnworked	 ﾠCommunity),	 ﾠand	 ﾠhis	 ﾠcase	 ﾠstudy—a	 ﾠpuzzling	 ﾠone—is	 ﾠHenry	 ﾠ	 ﾠ 7	 ﾠ
James’s	 ﾠThe	 ﾠAwkward	 ﾠAge	 ﾠ(1902).	 ﾠ	 ﾠMiller	 ﾠinitially	 ﾠjustifies	 ﾠhis	 ﾠlinking	 ﾠof	 ﾠliterature	 ﾠand	 ﾠ
community	 ﾠvia	 ﾠan	 ﾠappeal	 ﾠto	 ﾠJ.L.	 ﾠAustin,	 ﾠpositing	 ﾠthat	 ﾠ“the	 ﾠfelicity	 ﾠof	 ﾠspeech	 ﾠacts	 ﾠdepends	 ﾠ
upon	 ﾠthe	 ﾠexistence	 ﾠof	 ﾠa	 ﾠviable	 ﾠcommunity”	 ﾠ(Miller	 ﾠLiterature	 ﾠ84).	 ﾠ	 ﾠBut	 ﾠwhat’s	 ﾠa	 ﾠspeech	 ﾠact?	 ﾠ	 ﾠ
In	 ﾠMiller’s	 ﾠsuccinct	 ﾠphrasing,	 ﾠspeech	 ﾠacts	 ﾠare	 ﾠexamples	 ﾠof	 ﾠlanguage	 ﾠthat	 ﾠact	 ﾠrather	 ﾠthan	 ﾠ
describe;	 ﾠthey	 ﾠare	 ﾠperformative	 ﾠrather	 ﾠthan	 ﾠconstative	 ﾠutterances	 ﾠ(Miller	 ﾠSpeech	 ﾠ2-ﾭ‐3).	 ﾠ	 ﾠIn	 ﾠ
the	 ﾠcontext	 ﾠof	 ﾠcommunity	 ﾠspeech	 ﾠacts—such	 ﾠas	 ﾠthe	 ﾠbuying	 ﾠor	 ﾠselling	 ﾠof	 ﾠproperty,	 ﾠthe	 ﾠ
signing	 ﾠor	 ﾠbreaking	 ﾠof	 ﾠcontracts,	 ﾠgetting	 ﾠmarried	 ﾠor	 ﾠdivorced—are	 ﾠonly	 ﾠpossible	 ﾠbecause	 ﾠof	 ﾠ
more	 ﾠor	 ﾠless	 ﾠagreed	 ﾠupon	 ﾠsets	 ﾠof	 ﾠrules	 ﾠor	 ﾠcodes.	 ﾠ	 ﾠIn	 ﾠAustin	 ﾠthat	 ﾠset	 ﾠof	 ﾠcodes	 ﾠand	 ﾠrules	 ﾠcannot	 ﾠ
be	 ﾠdefined	 ﾠby	 ﾠany	 ﾠsingular	 ﾠindividual,	 ﾠbut	 ﾠmust	 ﾠbe	 ﾠcreated	 ﾠby	 ﾠa	 ﾠcommunity	 ﾠof	 ﾠlanguage	 ﾠ
speakers.	 ﾠ	 ﾠMeaning	 ﾠis	 ﾠtherefore	 ﾠrooted	 ﾠin	 ﾠactual	 ﾠsocial	 ﾠusage,	 ﾠan	 ﾠassumption	 ﾠWallace	 ﾠ
explicitly	 ﾠacknowledges	 ﾠin	 ﾠ“Authority	 ﾠand	 ﾠAmerican	 ﾠUsage”:	 ﾠ“But	 ﾠas	 ﾠWittgenstein’s	 ﾠ
Philosophical	 ﾠInvestigations	 ﾠproved	 ﾠin	 ﾠthe	 ﾠ1950s,	 ﾠwords	 ﾠactually	 ﾠhave	 ﾠthe	 ﾠmeanings	 ﾠthey	 ﾠdo	 ﾠ
because	 ﾠof	 ﾠcertain	 ﾠrules	 ﾠand	 ﾠverification	 ﾠtests	 ﾠthat	 ﾠare	 ﾠimposed	 ﾠon	 ﾠus	 ﾠfrom	 ﾠoutside	 ﾠour	 ﾠown	 ﾠ
subjectivities,	 ﾠviz.,	 ﾠby	 ﾠthe	 ﾠcommunity	 ﾠin	 ﾠwhich	 ﾠwe	 ﾠhave	 ﾠto	 ﾠget	 ﾠalong	 ﾠand	 ﾠcommunicate	 ﾠwith	 ﾠ
other	 ﾠpeople”	 ﾠ(“Authority”	 ﾠ87).	 ﾠ	 ﾠPut	 ﾠperhaps	 ﾠanother	 ﾠway,	 ﾠmeaning	 ﾠis	 ﾠderived	 ﾠnot	 ﾠso	 ﾠmuch	 ﾠ
from	 ﾠa	 ﾠsingular	 ﾠas	 ﾠfrom	 ﾠa	 ﾠdemocratic	 ﾠauthority	 ﾠ(as	 ﾠin	 ﾠ“Authority,”	 ﾠ122-ﾭ‐4);	 ﾠspeech	 ﾠacts	 ﾠwork	 ﾠ
(or	 ﾠdon’t	 ﾠwork)	 ﾠnot	 ﾠbecause	 ﾠI	 ﾠsay	 ﾠso,	 ﾠbut	 ﾠbecause	 ﾠthey—the	 ﾠcommunity—say	 ﾠso.	 ﾠ
Community,	 ﾠof	 ﾠcourse,	 ﾠis	 ﾠa	 ﾠnecessarily	 ﾠvaguer	 ﾠconcept	 ﾠthan	 ﾠnation	 ﾠor	 ﾠeven	 ﾠstate,	 ﾠand	 ﾠ
yet	 ﾠMiller	 ﾠsharply	 ﾠdistinguishes	 ﾠbetween	 ﾠtwo,	 ﾠalbeit	 ﾠinterdependent,	 ﾠnotions	 ﾠof	 ﾠit.	 ﾠ	 ﾠIn	 ﾠthe	 ﾠ
first	 ﾠconceptualization	 ﾠof	 ﾠcommunity,	 ﾠwhose	 ﾠorigins	 ﾠoverlap	 ﾠwith	 ﾠthose	 ﾠof	 ﾠthe	 ﾠNeoliberal	 ﾠ
Mythos	 ﾠin	 ﾠPale	 ﾠKing,	 ﾠindividuals	 ﾠare	 ﾠ
pre-ﾭ‐existing	 ﾠsubjectivities.	 ﾠThese	 ﾠsubjectivities	 ﾠhave	 ﾠbound	 ﾠthemselves	 ﾠtogether	 ﾠ
with	 ﾠother	 ﾠsubjectivities	 ﾠfor	 ﾠthe	 ﾠcommon	 ﾠgood.	 ﾠTheir	 ﾠmode	 ﾠof	 ﾠcommunication	 ﾠwith	 ﾠ	 ﾠ 8	 ﾠ
one	 ﾠanother	 ﾠcan	 ﾠbe	 ﾠcalled	 ﾠ'intersubjectivity'...	 ﾠLiterature	 ﾠwithin	 ﾠsuch	 ﾠa	 ﾠcommunity	 ﾠis	 ﾠ
the	 ﾠimitation,	 ﾠor	 ﾠreflection,	 ﾠor	 ﾠrepresentation	 ﾠof	 ﾠcommunity.	 ﾠIt	 ﾠis	 ﾠthe	 ﾠconstruction	 ﾠof	 ﾠ
cunningly	 ﾠverisimilar	 ﾠminiature	 ﾠmodels	 ﾠof	 ﾠcommunity.	 ﾠBleak	 ﾠHouse	 ﾠallows	 ﾠyou	 ﾠto	 ﾠ
carry	 ﾠthe	 ﾠwhole	 ﾠof	 ﾠDickens's	 ﾠLondon	 ﾠin	 ﾠyour	 ﾠpocket.	 ﾠLiterature	 ﾠis	 ﾠto	 ﾠbe	 ﾠvalued	 ﾠfor	 ﾠits	 ﾠ
correspondence	 ﾠto	 ﾠa	 ﾠcommunity	 ﾠalready	 ﾠthere,	 ﾠfor	 ﾠits	 ﾠconstative	 ﾠvalue,	 ﾠnot	 ﾠfor	 ﾠany	 ﾠ
performance	 ﾠfunction	 ﾠit	 ﾠmight	 ﾠhave	 ﾠin	 ﾠconstituting	 ﾠcommunities	 ﾠ(88).	 ﾠ
While	 ﾠa	 ﾠnear-ﾭ‐future,	 ﾠgenre-ﾭ‐defying	 ﾠnovel	 ﾠlike	 ﾠInfinite	 ﾠJest	 ﾠposes	 ﾠsome	 ﾠobvious	 ﾠand	 ﾠ
immediate	 ﾠproblems	 ﾠfor	 ﾠthis	 ﾠview	 ﾠ(which	 ﾠMiller	 ﾠis	 ﾠobviously	 ﾠdepicting	 ﾠas	 ﾠnaïve	 ﾠor	 ﾠ
uncritical),	 ﾠit’s	 ﾠremarkable	 ﾠhow	 ﾠmuch	 ﾠit	 ﾠcan	 ﾠexplain,	 ﾠalbeit	 ﾠincompletely.	 ﾠ	 ﾠAlthough	 ﾠyou	 ﾠ
can’t	 ﾠcarry	 ﾠInfinite	 ﾠJest	 ﾠ(or	 ﾠBleak	 ﾠHouse?)	 ﾠin	 ﾠyour	 ﾠpocket,	 ﾠit	 ﾠdoes	 ﾠfairly	 ﾠdescribe	 ﾠfin	 ﾠde	 ﾠsiècle	 ﾠ
American	 ﾠlife,	 ﾠat	 ﾠleast	 ﾠas	 ﾠit	 ﾠis	 ﾠor	 ﾠhas	 ﾠbeen	 ﾠexperienced.	 ﾠ	 ﾠMany,	 ﾠfor	 ﾠinstance,	 ﾠtake	 ﾠHal’s	 ﾠ
addiction	 ﾠto	 ﾠsolitude	 ﾠas	 ﾠa	 ﾠdescription	 ﾠof	 ﾠwhat	 ﾠthey	 ﾠthemselves	 ﾠare	 ﾠfeeling;	 ﾠand	 ﾠI	 ﾠfor	 ﾠone	 ﾠ
can’t	 ﾠdrive	 ﾠalong	 ﾠthe	 ﾠCharles	 ﾠin	 ﾠBoston	 ﾠwithout	 ﾠmentally—or,	 ﾠif	 ﾠsomeone’s	 ﾠin	 ﾠthe	 ﾠcar,	 ﾠloudly	 ﾠ
and	 ﾠfearfully—calling	 ﾠit	 ﾠ“The	 ﾠStorrow	 ﾠ500.”	 ﾠ
	 ﾠ Of	 ﾠcourse,	 ﾠthese	 ﾠtwo	 ﾠexamples	 ﾠare	 ﾠnot	 ﾠmerely	 ﾠconstative;	 ﾠthey	 ﾠare	 ﾠalso	 ﾠperformative,	 ﾠ
they	 ﾠaccomplish	 ﾠsomething.	 ﾠ	 ﾠLet’s	 ﾠtake	 ﾠa	 ﾠpotentially	 ﾠon-ﾭ‐the-ﾭ‐mark	 ﾠdescription	 ﾠof	 ﾠHal’s	 ﾠ
loneliness,	 ﾠsay:	 ﾠ“Forget	 ﾠso-ﾭ‐called	 ﾠpeer	 ﾠpressure.	 ﾠIt’s	 ﾠmore	 ﾠlike	 ﾠpeer-ﾭ‐hunger.	 ﾠNo?	 ﾠWe	 ﾠenter	 ﾠa	 ﾠ
spiritual	 ﾠpuberty	 ﾠwhere	 ﾠwe	 ﾠsnap	 ﾠto	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠthe	 ﾠgreat	 ﾠtranscendent	 ﾠhorror	 ﾠis	 ﾠloneliness,	 ﾠ
excluded	 ﾠencagement	 ﾠin	 ﾠthe	 ﾠself.	 ﾠOnce	 ﾠwe’ve	 ﾠhit	 ﾠthis	 ﾠage,	 ﾠwe	 ﾠwill	 ﾠnow	 ﾠgive	 ﾠor	 ﾠtake	 ﾠanything,	 ﾠ
wear	 ﾠany	 ﾠmask,	 ﾠto	 ﾠfit,	 ﾠbe	 ﾠpart-ﾭ‐of,	 ﾠnot	 ﾠbe	 ﾠAlone,	 ﾠwe	 ﾠyoung.”	 ﾠ(695).	 ﾠ	 ﾠThis	 ﾠlyric	 ﾠdescription	 ﾠis	 ﾠ
formally	 ﾠoffset	 ﾠfrom	 ﾠthe	 ﾠparagraphs	 ﾠsurrounding	 ﾠit	 ﾠby	 ﾠthe	 ﾠinclusive	 ﾠ“We…	 ﾠwe	 ﾠyoung.”	 ﾠ	 ﾠ
Suddenly	 ﾠit	 ﾠis	 ﾠnot	 ﾠmerely	 ﾠHal	 ﾠor	 ﾠKate	 ﾠGompert	 ﾠwho’s	 ﾠcraving	 ﾠUnalone-ﾭ‐ness,	 ﾠbut	 ﾠus,	 ﾠand	 ﾠthe	 ﾠ
narrative	 ﾠvoice,	 ﾠand—we	 ﾠare	 ﾠcompelled	 ﾠto	 ﾠpostulate—David	 ﾠFoster	 ﾠWallace	 ﾠ(see,	 ﾠe.g.,	 ﾠL.	 ﾠ	 ﾠ 9	 ﾠ
Miller).	 ﾠ	 ﾠIt’s	 ﾠa	 ﾠsort	 ﾠof	 ﾠ“community	 ﾠactivism”	 ﾠthat,	 ﾠin	 ﾠ1997,	 ﾠWallace	 ﾠtried	 ﾠwith	 ﾠpalpable	 ﾠ
urgency	 ﾠto	 ﾠexplain	 ﾠto	 ﾠDavid	 ﾠLipsky:	 ﾠ
there’s	 ﾠa	 ﾠcertain	 ﾠset	 ﾠof	 ﾠmagical	 ﾠstuff	 ﾠthat	 ﾠfiction	 ﾠcan	 ﾠdo	 ﾠfor	 ﾠus.	 ﾠThere’s	 ﾠmaybe	 ﾠthirteen	 ﾠ
things,	 ﾠof	 ﾠwhich	 ﾠwho	 ﾠeven	 ﾠknows	 ﾠwhich	 ﾠones	 ﾠwe	 ﾠcan	 ﾠtalk	 ﾠabout.	 ﾠBut	 ﾠone	 ﾠof	 ﾠthem	 ﾠhas	 ﾠ
to	 ﾠdo	 ﾠwith	 ﾠthe	 ﾠsense	 ﾠof,	 ﾠthe	 ﾠsense	 ﾠof	 ﾠcapturing,	 ﾠcapturing	 ﾠwhat	 ﾠthe	 ﾠworld	 ﾠfeels	 ﾠlike	 ﾠto	 ﾠ
us,	 ﾠin	 ﾠthe	 ﾠsort	 ﾠof	 ﾠway	 ﾠthat	 ﾠI	 ﾠthink	 ﾠthat	 ﾠa	 ﾠreader	 ﾠcan	 ﾠtell	 ﾠ“Another	 ﾠsensibility	 ﾠlike	 ﾠmine	 ﾠ
exists.”	 ﾠ	 ﾠSomething	 ﾠelse	 ﾠfeels	 ﾠthis	 ﾠway	 ﾠto	 ﾠsomeone	 ﾠelse.	 ﾠSo	 ﾠthat	 ﾠthe	 ﾠreader	 ﾠfeels	 ﾠless	 ﾠ
lonely	 ﾠ(Lipsky	 ﾠ38).	 ﾠ
In	 ﾠa	 ﾠdeep	 ﾠsense	 ﾠthe	 ﾠ“We…	 ﾠwe	 ﾠyoung”	 ﾠis	 ﾠredundant;	 ﾠthe	 ﾠwork	 ﾠof	 ﾠfiction	 ﾠalways	 ﾠalready	 ﾠ
assumes	 ﾠa	 ﾠperformative	 ﾠaspect	 ﾠand	 ﾠeven	 ﾠa	 ﾠsimple	 ﾠthird-ﾭ‐person	 ﾠdescription	 ﾠof	 ﾠthe	 ﾠloneliness	 ﾠ
would,	 ﾠor	 ﾠwould	 ﾠhope	 ﾠto,	 ﾠhave	 ﾠthe	 ﾠsame	 ﾠeffect.	 ﾠ	 ﾠWhen	 ﾠwe	 ﾠhit	 ﾠthe	 ﾠseemingly	 ﾠobjective	 ﾠ“one	 ﾠ
of	 ﾠthe	 ﾠreally	 ﾠAmerican	 ﾠthings	 ﾠabout	 ﾠHal,	 ﾠprobably,	 ﾠis	 ﾠthe	 ﾠway	 ﾠhe	 ﾠdespises	 ﾠwhat	 ﾠit	 ﾠis	 ﾠhe’s	 ﾠ
really	 ﾠlonely	 ﾠfor”	 ﾠseveral	 ﾠsentences	 ﾠlater	 ﾠwe	 ﾠare	 ﾠmeant	 ﾠto	 ﾠbe	 ﾠdrawn	 ﾠin	 ﾠby	 ﾠthe	 ﾠsame	 ﾠlogic	 ﾠas	 ﾠ
the	 ﾠ“we.”	 ﾠ	 ﾠOne	 ﾠpart	 ﾠof	 ﾠbeing	 ﾠnot	 ﾠjust	 ﾠ“American,”	 ﾠbut	 ﾠ“human”	 ﾠas	 ﾠWallace	 ﾠuses	 ﾠthe	 ﾠword,	 ﾠis	 ﾠ
being	 ﾠsusceptible	 ﾠto	 ﾠbeing	 ﾠdrawn	 ﾠin	 ﾠto	 ﾠsuch	 ﾠcommunities.	 ﾠ
Such	 ﾠfailed	 ﾠor	 ﾠfelicitous	 ﾠattempts	 ﾠat	 ﾠcommunity	 ﾠbuilding	 ﾠare	 ﾠrife	 ﾠin	 ﾠWallace’s	 ﾠfiction.	 ﾠ	 ﾠ
In	 ﾠThe	 ﾠPale	 ﾠKing	 ﾠconsider,	 ﾠfor	 ﾠexample,	 ﾠLane	 ﾠDean	 ﾠJr.’s	 ﾠinability	 ﾠto	 ﾠmake	 ﾠsmall	 ﾠtalk	 ﾠduring	 ﾠ
his	 ﾠfifteen-ﾭ‐minute	 ﾠbreak	 ﾠat	 ﾠthe	 ﾠIRS	 ﾠ(126);	 ﾠor	 ﾠthe	 ﾠdescription	 ﾠof	 ﾠthe	 ﾠcharacter	 ﾠDavid	 ﾠWallace	 ﾠ
in	 ﾠhigh	 ﾠschool	 ﾠnot	 ﾠbeing	 ﾠ“part	 ﾠof	 ﾠany	 ﾠone	 ﾠparticular	 ﾠclique	 ﾠbut	 ﾠ[hanging]	 ﾠout	 ﾠon	 ﾠthe	 ﾠfringes	 ﾠ
of	 ﾠseveral	 ﾠdifferent	 ﾠgroups”	 ﾠ(337);	 ﾠor	 ﾠthe	 ﾠsecond	 ﾠof	 ﾠthe	 ﾠnovel’s	 ﾠ“2	 ﾠBroad	 ﾠarcs”:	 ﾠ“Being	 ﾠ
individual	 ﾠvs.	 ﾠbeing	 ﾠpart	 ﾠof	 ﾠlarger	 ﾠthings—paying	 ﾠtaxes,	 ﾠbeing	 ﾠ‘lone	 ﾠgun’	 ﾠin	 ﾠIRS	 ﾠvs.	 ﾠteam	 ﾠ
player”	 ﾠ(545).	 ﾠ	 ﾠThis	 ﾠrecursive	 ﾠback-ﾭ‐and-ﾭ‐forth	 ﾠbetween	 ﾠThe	 ﾠPale	 ﾠKing’s	 ﾠexplicit	 ﾠthematic	 ﾠ
(individual	 ﾠvs.	 ﾠlarger	 ﾠcollective)	 ﾠand	 ﾠits	 ﾠself-ﾭ‐conscious	 ﾠnarrative	 ﾠforms	 ﾠis	 ﾠmore	 ﾠthan	 ﾠ	 ﾠ 10	 ﾠ
metafictional	 ﾠ“titty-ﾭ‐pinching.”	 ﾠ	 ﾠRather,	 ﾠit’s	 ﾠa	 ﾠconsequence	 ﾠof	 ﾠa	 ﾠlarger	 ﾠtrend	 ﾠin	 ﾠWallace’s	 ﾠ
work	 ﾠthat	 ﾠassumes	 ﾠthat	 ﾠcommunities	 ﾠare	 ﾠbuilt	 ﾠand	 ﾠdismantled	 ﾠby	 ﾠshared	 ﾠlanguage.	 ﾠ	 ﾠ
Similarly,	 ﾠit’s	 ﾠfar	 ﾠfrom	 ﾠrandom	 ﾠthat	 ﾠin	 ﾠInfinite	 ﾠJest’s	 ﾠmost	 ﾠextended	 ﾠdescription	 ﾠof	 ﾠloneliness	 ﾠ
and	 ﾠisolation	 ﾠWallace	 ﾠmodels	 ﾠhis	 ﾠnarrative	 ﾠform—“We…	 ﾠwe	 ﾠyoung”—on	 ﾠhis	 ﾠcontent.	 ﾠ
	 ﾠ All	 ﾠof	 ﾠthis	 ﾠis	 ﾠfairly	 ﾠclose	 ﾠto	 ﾠhow	 ﾠMiller	 ﾠdescribes	 ﾠthe	 ﾠsecond	 ﾠconceptualization	 ﾠof	 ﾠ
community:	 ﾠla	 ﾠcommunauté	 ﾠdésoeuvrée.	 ﾠ	 ﾠRecall	 ﾠthat	 ﾠthe	 ﾠmore	 ﾠtypical	 ﾠmodel	 ﾠof	 ﾠcommunity	 ﾠ
is	 ﾠone	 ﾠcomposed	 ﾠof	 ﾠan	 ﾠaggregate	 ﾠof	 ﾠpre-ﾭ‐existing	 ﾠsubjectivities	 ﾠwho	 ﾠhave	 ﾠfreely	 ﾠchosen	 ﾠto	 ﾠ
unite.	 ﾠ	 ﾠIn	 ﾠthe	 ﾠsecond	 ﾠformulation—the	 ﾠ“unworked”	 ﾠcommunity—there	 ﾠare	 ﾠnot	 ﾠpre-ﾭ‐given	 ﾠ
subjectivities,	 ﾠbut	 ﾠwhat	 ﾠNancy	 ﾠcalls	 ﾠsingularities.	 ﾠ	 ﾠAs	 ﾠMiller	 ﾠputs	 ﾠit:	 ﾠ"In	 ﾠplace	 ﾠof	 ﾠindividuals	 ﾠ
with	 ﾠself-ﾭ‐enclosed	 ﾠsubjectivities,	 ﾠNancy	 ﾠputs	 ﾠsingularities	 ﾠthat	 ﾠare	 ﾠaboriginally	 ﾠpartagés,	 ﾠ
shared,	 ﾠsheared,	 ﾠopen	 ﾠto	 ﾠan	 ﾠabyssal	 ﾠoutside.	 ﾠSingularities	 ﾠare	 ﾠextroverted,	 ﾠexposed	 ﾠto	 ﾠother	 ﾠ
singularities	 ﾠat	 ﾠthe	 ﾠlimit	 ﾠpoint	 ﾠwhere	 ﾠeverything	 ﾠvanishes.	 ﾠLanguage	 ﾠin	 ﾠsuch	 ﾠa	 ﾠcommunity	 ﾠ
becomes	 ﾠliterature,	 ﾠwriting,	 ﾠnot	 ﾠsacred	 ﾠmyth.	 ﾠLiterature	 ﾠis	 ﾠthe	 ﾠexpression	 ﾠof	 ﾠthe	 ﾠunworking	 ﾠ
of	 ﾠcommunity"	 ﾠ(Miller	 ﾠLiterature	 ﾠ93).	 ﾠ	 ﾠThis	 ﾠconnection	 ﾠor	 ﾠsharing	 ﾠamong	 ﾠthe	 ﾠsingularities	 ﾠis	 ﾠ
aboriginal;	 ﾠit	 ﾠhappens	 ﾠto	 ﾠthem	 ﾠ“from	 ﾠthe	 ﾠbeginning,	 ﾠby	 ﾠway	 ﾠof	 ﾠtheir	 ﾠshared	 ﾠmortality”	 ﾠ(91).	 ﾠ
This	 ﾠsecond	 ﾠkind	 ﾠof	 ﾠcommunity	 ﾠis	 ﾠtherefore	 ﾠparasitic	 ﾠupon	 ﾠthe	 ﾠfirst.	 ﾠ	 ﾠIt	 ﾠis	 ﾠin	 ﾠthis	 ﾠsense	 ﾠthat	 ﾠit	 ﾠ
is	 ﾠan	 ﾠ“unworked”	 ﾠone;	 ﾠor	 ﾠrather,	 ﾠit	 ﾠis	 ﾠcontinually	 ﾠengaged	 ﾠin	 ﾠ“unworking”	 ﾠthe	 ﾠfirst	 ﾠkind	 ﾠof	 ﾠ
community,	 ﾠreminding	 ﾠthe	 ﾠindividuals	 ﾠwithin	 ﾠthat	 ﾠcommunity	 ﾠof	 ﾠtheir	 ﾠmortal	 ﾠlimits	 ﾠat	 ﾠthe	 ﾠ
same	 ﾠtime	 ﾠthat	 ﾠit	 ﾠworks	 ﾠto	 ﾠbind	 ﾠthem	 ﾠtogether	 ﾠthrough	 ﾠthat	 ﾠshared	 ﾠmortality.	 ﾠ
While	 ﾠwe	 ﾠare	 ﾠon	 ﾠthe	 ﾠtopic	 ﾠof	 ﾠmortality	 ﾠit’s	 ﾠperhaps	 ﾠfair	 ﾠto	 ﾠreturn	 ﾠto	 ﾠThe	 ﾠStorrow	 ﾠ500,	 ﾠ
which	 ﾠis	 ﾠnothing	 ﾠif	 ﾠnot	 ﾠa	 ﾠreminder	 ﾠof	 ﾠmortal	 ﾠlimits;	 ﾠindeed,	 ﾠit	 ﾠis	 ﾠa	 ﾠbrief	 ﾠexample	 ﾠof	 ﾠwhat	 ﾠI’m	 ﾠ
calling	 ﾠthe	 ﾠJargony	 ﾠArgot	 ﾠModel	 ﾠof	 ﾠNarration.	 ﾠ	 ﾠFor	 ﾠthe	 ﾠcharacters	 ﾠin	 ﾠthe	 ﾠnovel	 ﾠ“The	 ﾠStorrow	 ﾠ
500”	 ﾠis	 ﾠnot	 ﾠmerely	 ﾠdescriptive	 ﾠof	 ﾠa	 ﾠharrowing	 ﾠthoroughfare;	 ﾠput	 ﾠin	 ﾠcirculation	 ﾠthe	 ﾠphrase	 ﾠ	 ﾠ 11	 ﾠ
also	 ﾠworks	 ﾠto	 ﾠunite	 ﾠthem.	 ﾠ	 ﾠAn	 ﾠendnote	 ﾠexplains	 ﾠthat	 ﾠit	 ﾠis	 ﾠ“local	 ﾠargot	 ﾠfor	 ﾠStorrow	 ﾠDrive,	 ﾠ
which	 ﾠruns	 ﾠalong	 ﾠthe	 ﾠCharles	 ﾠfrom	 ﾠthe	 ﾠBack	 ﾠBay	 ﾠout	 ﾠto	 ﾠAlewife,	 ﾠwith	 ﾠmultiple	 ﾠlanes	 ﾠand	 ﾠ
Escherian	 ﾠsigns	 ﾠand	 ﾠOn-ﾭ‐	 ﾠand	 ﾠOff-ﾭ‐ramps	 ﾠwithin	 ﾠcar-ﾭ‐lengths	 ﾠof	 ﾠeach	 ﾠother	 ﾠand	 ﾠno	 ﾠspeed	 ﾠlimit	 ﾠ
and	 ﾠsudden	 ﾠforks	 ﾠand	 ﾠthe	 ﾠoverall	 ﾠdriving	 ﾠexperience	 ﾠso	 ﾠforehead-ﾭ‐drenching	 ﾠit's	 ﾠin	 ﾠthe	 ﾠ
metro	 ﾠPolice	 ﾠUnion's	 ﾠcontract	 ﾠthey	 ﾠdon't	 ﾠhave	 ﾠto	 ﾠgo	 ﾠanywhere	 ﾠnear	 ﾠit”	 ﾠ(IJ	 ﾠ1034	 ﾠn202).	 ﾠ	 ﾠIt	 ﾠis	 ﾠ
both	 ﾠa	 ﾠthreat	 ﾠto	 ﾠone’s	 ﾠlife	 ﾠand	 ﾠsomething	 ﾠthat	 ﾠsignals	 ﾠthe	 ﾠmore	 ﾠgeneral	 ﾠbreakdown	 ﾠof	 ﾠ
community	 ﾠthat	 ﾠis,	 ﾠin	 ﾠa	 ﾠsense,	 ﾠthe	 ﾠnovel’s	 ﾠcentral	 ﾠtheme.	 ﾠ	 ﾠPeople	 ﾠspeeding	 ﾠalong	 ﾠin	 ﾠtheir	 ﾠ
cars,	 ﾠtypically	 ﾠalone,	 ﾠoutside	 ﾠthe	 ﾠrule	 ﾠof	 ﾠlaw,	 ﾠrisking	 ﾠtheir	 ﾠlives	 ﾠto	 ﾠmaintain	 ﾠsocial	 ﾠor	 ﾠ
personal	 ﾠobligations:	 ﾠto	 ﾠget	 ﾠhome	 ﾠor	 ﾠto	 ﾠwork	 ﾠon	 ﾠtime;	 ﾠto	 ﾠkeep	 ﾠup	 ﾠwith	 ﾠthe	 ﾠrest	 ﾠof	 ﾠthe	 ﾠtraffic;	 ﾠ
or,	 ﾠin	 ﾠGately’s	 ﾠcase,	 ﾠto	 ﾠsecure	 ﾠsome	 ﾠtime	 ﾠaway	 ﾠfrom	 ﾠhis	 ﾠduties	 ﾠat	 ﾠEnnet	 ﾠHouse—that	 ﾠis,	 ﾠto	 ﾠ
cordon	 ﾠoff	 ﾠsome	 ﾠme-ﾭ‐time.	 ﾠ	 ﾠCutting	 ﾠbetween	 ﾠBoston	 ﾠand	 ﾠCambridge	 ﾠthe	 ﾠhighway,	 ﾠas	 ﾠit	 ﾠis	 ﾠ
described	 ﾠin	 ﾠthe	 ﾠnovel,	 ﾠis	 ﾠboth	 ﾠa	 ﾠtemporary	 ﾠdanger	 ﾠthat	 ﾠindividuals	 ﾠare	 ﾠpressed	 ﾠto	 ﾠendure	 ﾠ
and	 ﾠa	 ﾠpersistent	 ﾠlow-ﾭ‐level	 ﾠthreat	 ﾠhumming	 ﾠin	 ﾠthe	 ﾠnovel’s	 ﾠbackground.	 ﾠ	 ﾠIn	 ﾠa	 ﾠsense	 ﾠ“The	 ﾠ
Storrow	 ﾠ500”	 ﾠnames	 ﾠnot	 ﾠthe	 ﾠhighway	 ﾠitself	 ﾠbut	 ﾠthat	 ﾠfear	 ﾠand	 ﾠcircumambient	 ﾠhum.	 ﾠ
The	 ﾠStorrow	 ﾠ500—the	 ﾠphrase	 ﾠand	 ﾠthe	 ﾠthing	 ﾠitself—is	 ﾠnot	 ﾠalone	 ﾠin	 ﾠthe	 ﾠnovel	 ﾠas	 ﾠa	 ﾠ
reminder	 ﾠof	 ﾠthe	 ﾠlimits	 ﾠof	 ﾠmortality	 ﾠand	 ﾠof	 ﾠany	 ﾠgiven	 ﾠcommunity;	 ﾠtwo	 ﾠfar	 ﾠmore	 ﾠprominently	 ﾠ
featured	 ﾠlimits	 ﾠare	 ﾠThe	 ﾠGreat	 ﾠConcavity	 ﾠ/	 ﾠConvexity	 ﾠand	 ﾠthe	 ﾠInfinite	 ﾠJest	 ﾠtape	 ﾠitself.	 ﾠ	 ﾠThose	 ﾠ
two	 ﾠcases	 ﾠperhaps	 ﾠrepresent	 ﾠsomething	 ﾠlike	 ﾠexternal	 ﾠand	 ﾠinternal	 ﾠlimits	 ﾠof	 ﾠthe	 ﾠgeneral	 ﾠstate	 ﾠ
of	 ﾠemergency	 ﾠat	 ﾠplay	 ﾠin	 ﾠY.D.A.U.	 ﾠBoston:	 ﾠcaught	 ﾠbetween	 ﾠthe	 ﾠenvironmental	 ﾠthreat	 ﾠof	 ﾠ
annular	 ﾠwaste	 ﾠon	 ﾠone	 ﾠhorizon	 ﾠand	 ﾠof	 ﾠone’s	 ﾠown	 ﾠimpulse	 ﾠto	 ﾠrepetitive	 ﾠpleasure	 ﾠon	 ﾠthe	 ﾠother,	 ﾠ
internal	 ﾠhorizon.	 ﾠ	 ﾠThe	 ﾠcommunities	 ﾠthat	 ﾠform	 ﾠin	 ﾠthe	 ﾠnovel—such	 ﾠas	 ﾠA.A.,	 ﾠor	 ﾠE.T.A.,	 ﾠor	 ﾠthe	 ﾠ
A.F.R.—are	 ﾠforced	 ﾠto	 ﾠhover	 ﾠbetween	 ﾠthese	 ﾠtwo	 ﾠlimits	 ﾠof	 ﾠand	 ﾠthreats	 ﾠto	 ﾠlife.	 ﾠ	 ﾠ 12	 ﾠ
	 ﾠ Interestingly,	 ﾠwhen	 ﾠwe	 ﾠfirst	 ﾠhear	 ﾠabout	 ﾠThe	 ﾠStorrow	 ﾠ500	 ﾠit	 ﾠis	 ﾠdescribed	 ﾠin	 ﾠterms	 ﾠof	 ﾠ
both	 ﾠa	 ﾠcartridge	 ﾠand	 ﾠa	 ﾠdistant	 ﾠhorizon.	 ﾠ	 ﾠOrin,	 ﾠin	 ﾠhis	 ﾠroom	 ﾠat	 ﾠBU,	 ﾠis	 ﾠcompulsively	 ﾠwatching	 ﾠ
looped	 ﾠvideo	 ﾠof	 ﾠhimself	 ﾠpunting	 ﾠfootballs	 ﾠwhen	 ﾠwe	 ﾠlearn	 ﾠthat	 ﾠ“a	 ﾠcartridge	 ﾠrevolving	 ﾠat	 ﾠa	 ﾠ
digital	 ﾠdiskette's	 ﾠ450	 ﾠrpm	 ﾠsounds	 ﾠa	 ﾠbit	 ﾠlike	 ﾠa	 ﾠdistant	 ﾠvacuum	 ﾠcleaner.	 ﾠLate-ﾭ‐night	 ﾠcar-ﾭ‐noises	 ﾠ
and	 ﾠsirens	 ﾠdrifted	 ﾠin	 ﾠthrough	 ﾠthe	 ﾠbars	 ﾠfrom	 ﾠas	 ﾠfar	 ﾠaway	 ﾠas	 ﾠthe	 ﾠStorrow	 ﾠ500”	 ﾠ(298).	 ﾠ	 ﾠThe	 ﾠ
Storrow	 ﾠ500	 ﾠis	 ﾠboth	 ﾠdistant	 ﾠ(to	 ﾠthe	 ﾠnorth,	 ﾠlike	 ﾠthe	 ﾠConcavity)	 ﾠand	 ﾠclose	 ﾠ(its	 ﾠsound	 ﾠis	 ﾠ
juxtaposed	 ﾠwith	 ﾠthe	 ﾠcartridge	 ﾠin	 ﾠthe	 ﾠroom,	 ﾠwhich	 ﾠitself	 ﾠsounds	 ﾠlike	 ﾠa	 ﾠdistant	 ﾠvacuum).	 ﾠ	 ﾠIt	 ﾠis	 ﾠ
also,	 ﾠtellingly,	 ﾠa	 ﾠsource	 ﾠof	 ﾠthe	 ﾠsirens	 ﾠthat	 ﾠpress	 ﾠthrough	 ﾠthe	 ﾠwindow’s	 ﾠbars.	 ﾠ	 ﾠThe	 ﾠsirens,	 ﾠthe	 ﾠ
barred	 ﾠwindows,	 ﾠThe	 ﾠStorrow	 ﾠ500,	 ﾠthe	 ﾠlooped	 ﾠvideo,	 ﾠOrin’s	 ﾠbudding	 ﾠpathologies	 ﾠall	 ﾠregister	 ﾠ
different	 ﾠpitches	 ﾠof	 ﾠthe	 ﾠthreat	 ﾠthat	 ﾠpervades	 ﾠthe	 ﾠnovel.	 ﾠ	 ﾠIn	 ﾠthis	 ﾠfirst	 ﾠinstance	 ﾠThe	 ﾠStorrow	 ﾠ
500	 ﾠis	 ﾠslipped	 ﾠinnocuously	 ﾠinto	 ﾠthe	 ﾠfree	 ﾠindirect	 ﾠdiscourse,	 ﾠand	 ﾠwe	 ﾠhave	 ﾠto	 ﾠguess	 ﾠat	 ﾠboth	 ﾠ
the	 ﾠjoke	 ﾠand	 ﾠreferent;	 ﾠunexplained,	 ﾠit	 ﾠis	 ﾠshuffled	 ﾠinto	 ﾠthe	 ﾠscene’s	 ﾠdull,	 ﾠominous	 ﾠcatalogue.	 ﾠ	 ﾠ
It’s	 ﾠnot	 ﾠuntil	 ﾠGately’s	 ﾠweekly	 ﾠerrand	 ﾠouting	 ﾠseveral	 ﾠhundred	 ﾠpages	 ﾠlater	 ﾠthat	 ﾠwe	 ﾠare	 ﾠgiven	 ﾠa	 ﾠ
full	 ﾠdescription	 ﾠof	 ﾠwhat	 ﾠit	 ﾠis:	 ﾠ“Basically	 ﾠthe	 ﾠStorrow	 ﾠ500	 ﾠis	 ﾠan	 ﾠurban	 ﾠexpress	 ﾠroute	 ﾠthat	 ﾠruns	 ﾠ
along	 ﾠthe	 ﾠbright-ﾭ‐blue	 ﾠChuck	 ﾠall	 ﾠthe	 ﾠway	 ﾠalong	 ﾠCambridge's	 ﾠspine”	 ﾠ(478).	 ﾠ	 ﾠOddly	 ﾠenough,	 ﾠthe	 ﾠ
novel	 ﾠredundantly	 ﾠdefines	 ﾠthe	 ﾠterm	 ﾠtwice	 ﾠthere—once	 ﾠin	 ﾠthe	 ﾠbody	 ﾠof	 ﾠthe	 ﾠtext	 ﾠand	 ﾠalso	 ﾠin	 ﾠa	 ﾠ
footnote—despite	 ﾠleaving	 ﾠit	 ﾠunexplained	 ﾠin	 ﾠOrin’s	 ﾠnarrative.	 ﾠ
	 ﾠ The	 ﾠreader	 ﾠis	 ﾠthus	 ﾠslowly	 ﾠdrawn	 ﾠinto	 ﾠthe	 ﾠnovel’s	 ﾠlanguage	 ﾠcommunity.	 ﾠ	 ﾠWe	 ﾠare	 ﾠfirst	 ﾠ
given	 ﾠa	 ﾠclue	 ﾠto	 ﾠhow	 ﾠthe	 ﾠterm	 ﾠis	 ﾠused,	 ﾠand	 ﾠthen	 ﾠa	 ﾠdirect	 ﾠexplanation	 ﾠof	 ﾠit,	 ﾠand	 ﾠthen	 ﾠit	 ﾠis	 ﾠ
silently	 ﾠput	 ﾠback	 ﾠinto	 ﾠuse	 ﾠin	 ﾠthe	 ﾠnovel’s	 ﾠdialog	 ﾠand	 ﾠnarrative.	 ﾠ	 ﾠIt’s	 ﾠa	 ﾠtactic	 ﾠemployed	 ﾠacross	 ﾠ
many	 ﾠof	 ﾠthe	 ﾠnovel’s	 ﾠ“local	 ﾠargots.”	 ﾠ	 ﾠBy	 ﾠthe	 ﾠtime	 ﾠThe	 ﾠStorrow	 ﾠ500	 ﾠis	 ﾠinvoked	 ﾠfor	 ﾠthe	 ﾠlast	 ﾠtime	 ﾠ
the	 ﾠreader	 ﾠhas	 ﾠbecome	 ﾠpart	 ﾠof	 ﾠthat	 ﾠcommunity:	 ﾠ	 ﾠ	 ﾠ 13	 ﾠ
Mario's	 ﾠgaze	 ﾠkeeps	 ﾠgoing	 ﾠfrom	 ﾠAvril	 ﾠto	 ﾠthe	 ﾠwindow	 ﾠbehind	 ﾠher…	 ﾠright	 ﾠto	 ﾠthe	 ﾠnorth	 ﾠ
over	 ﾠlots	 ﾠof	 ﾠdifferent	 ﾠlights	 ﾠis	 ﾠthe	 ﾠred	 ﾠrotating	 ﾠtip	 ﾠof	 ﾠthe	 ﾠWYYY	 ﾠtransmitter,	 ﾠits	 ﾠspin's	 ﾠ
ring	 ﾠof	 ﾠred	 ﾠreflected	 ﾠin	 ﾠthe	 ﾠvisible	 ﾠCharles	 ﾠRiver,	 ﾠthe	 ﾠCharles	 ﾠtumid	 ﾠwith	 ﾠrain	 ﾠand	 ﾠ
snowmelt,	 ﾠillumined	 ﾠin	 ﾠpatches	 ﾠby	 ﾠheadlights	 ﾠon	 ﾠMemorial	 ﾠand	 ﾠthe	 ﾠStorrow	 ﾠ500,	 ﾠthe	 ﾠ
river	 ﾠunwinding,	 ﾠswollen	 ﾠand	 ﾠhumped,	 ﾠits	 ﾠtop	 ﾠa	 ﾠmosaic	 ﾠof	 ﾠoil	 ﾠrainbows	 ﾠand	 ﾠdead	 ﾠ
branches,	 ﾠgulls	 ﾠasleep	 ﾠor	 ﾠbrooding,	 ﾠbobbing,	 ﾠhead	 ﾠunder	 ﾠwing	 ﾠ(768-ﾭ‐9).	 ﾠ
The	 ﾠlyric	 ﾠpan	 ﾠacross	 ﾠthe	 ﾠevening	 ﾠcomes	 ﾠat	 ﾠthe	 ﾠend	 ﾠof	 ﾠthe	 ﾠsection	 ﾠwhere	 ﾠMario	 ﾠasks	 ﾠAvril	 ﾠ
whether	 ﾠshe	 ﾠis	 ﾠsad,	 ﾠa	 ﾠquestion	 ﾠhe	 ﾠhas	 ﾠbeen	 ﾠholding	 ﾠback	 ﾠfor	 ﾠa	 ﾠgood	 ﾠchunk	 ﾠof	 ﾠthe	 ﾠnovel.	 ﾠ	 ﾠHer	 ﾠ
answer	 ﾠperforms	 ﾠa	 ﾠtypically	 ﾠMoms-ﾭ‐like	 ﾠmaneuver	 ﾠthat	 ﾠshifts	 ﾠthe	 ﾠburden	 ﾠof	 ﾠemotion	 ﾠback	 ﾠ
onto	 ﾠher	 ﾠchildren:	 ﾠ“Mario	 ﾠLove-ﾭ‐o,	 ﾠare	 ﾠyou	 ﾠsad?	 ﾠAre	 ﾠyou	 ﾠtrying	 ﾠto	 ﾠdetermine	 ﾠwhether	 ﾠI’ve	 ﾠ
been	 ﾠsensing	 ﾠthat	 ﾠyou	 ﾠyourself	 ﾠare	 ﾠsad?...	 ﾠThough	 ﾠof	 ﾠcourse	 ﾠthe	 ﾠsun	 ﾠwould	 ﾠleave	 ﾠmy	 ﾠsky	 ﾠif	 ﾠI	 ﾠ
couldn’t	 ﾠassume	 ﾠyou’d	 ﾠsimply	 ﾠcome	 ﾠand	 ﾠtell	 ﾠme	 ﾠyou	 ﾠwere	 ﾠsad”	 ﾠ(768-ﾭ‐9).	 ﾠ	 ﾠThe	 ﾠnarrative	 ﾠthen	 ﾠ
zooms	 ﾠout	 ﾠto	 ﾠMario	 ﾠview	 ﾠof	 ﾠthe	 ﾠsunless	 ﾠlandscape,	 ﾠout	 ﾠacross	 ﾠthe	 ﾠhill	 ﾠand	 ﾠdown	 ﾠto	 ﾠthe	 ﾠriver	 ﾠ
illuminated	 ﾠby	 ﾠthe	 ﾠheadlights	 ﾠfrom	 ﾠthe	 ﾠStorrow	 ﾠ500.	 ﾠ	 ﾠAgain,	 ﾠthe	 ﾠphrase	 ﾠis	 ﾠlumped	 ﾠinto	 ﾠa	 ﾠ
horizontic	 ﾠcollection	 ﾠof	 ﾠlow-ﾭ‐level	 ﾠrisk	 ﾠand	 ﾠisolation	 ﾠpunctuated	 ﾠby	 ﾠthe	 ﾠdescription	 ﾠof	 ﾠthe	 ﾠ
brooding	 ﾠbirds,	 ﾠ“head	 ﾠunder	 ﾠwing,”	 ﾠsimultaneously	 ﾠtogether	 ﾠand	 ﾠalone.	 ﾠ	 ﾠUgly	 ﾠas	 ﾠit	 ﾠis,	 ﾠThe	 ﾠ
Storrow	 ﾠ500	 ﾠhas	 ﾠbecome	 ﾠavailable	 ﾠto	 ﾠthe	 ﾠnovel’s	 ﾠlyric	 ﾠregister,	 ﾠwhich	 ﾠso	 ﾠoften	 ﾠacts	 ﾠas	 ﾠa	 ﾠ
transition	 ﾠbetween	 ﾠscenes.	 ﾠ	 ﾠAs	 ﾠin	 ﾠNancy	 ﾠand	 ﾠMiller,	 ﾠthe	 ﾠphrase—and	 ﾠmortal	 ﾠlimits	 ﾠmore	 ﾠ
generally—“unworks”	 ﾠpre-ﾭ‐given	 ﾠcommunities	 ﾠ(such	 ﾠas	 ﾠfamily)	 ﾠat	 ﾠthe	 ﾠsame	 ﾠtime	 ﾠthat	 ﾠit	 ﾠ
works	 ﾠto	 ﾠbind	 ﾠtogether	 ﾠother,	 ﾠmore	 ﾠfragile	 ﾠcommunities.	 ﾠ
	 ﾠ This	 ﾠslipping	 ﾠbetween	 ﾠnarrative	 ﾠregisters	 ﾠis	 ﾠwhat	 ﾠI	 ﾠam	 ﾠcalling	 ﾠthe	 ﾠJargony	 ﾠArgot	 ﾠ
Model	 ﾠof	 ﾠNarrative.3	 ﾠLocal	 ﾠargot—e.g.,	 ﾠthe	 ﾠsqueak,	 ﾠeating	 ﾠcheese,	 ﾠinterface,	 ﾠeliminating	 ﾠone’s	 ﾠ
own	 ﾠmap,	 ﾠhowling	 ﾠfantods,	 ﾠor	 ﾠin	 ﾠPale	 ﾠKing,	 ﾠshoe	 ﾠsqueezing,	 ﾠwiggling,	 ﾠtitty	 ﾠpinching—which	 ﾠ	 ﾠ 14	 ﾠ
starts	 ﾠout	 ﾠas	 ﾠa	 ﾠway	 ﾠof	 ﾠmodeling	 ﾠcommunity	 ﾠwithin	 ﾠthe	 ﾠnovel	 ﾠbecomes	 ﾠa	 ﾠtactic	 ﾠfor	 ﾠorganizing	 ﾠ
community	 ﾠoutside	 ﾠof	 ﾠthe	 ﾠnovel.	 ﾠ	 ﾠThe	 ﾠhorizons	 ﾠof	 ﾠthe	 ﾠcharacters’	 ﾠcommunities	 ﾠand	 ﾠisolation	 ﾠ
come	 ﾠto	 ﾠbe	 ﾠshared	 ﾠby,	 ﾠfirst,	 ﾠthe	 ﾠnovel’s	 ﾠnarrative	 ﾠvoice	 ﾠand	 ﾠthen,	 ﾠvia	 ﾠa	 ﾠcomplex	 ﾠmovement,	 ﾠ
the	 ﾠreader.	 ﾠPut	 ﾠslightly	 ﾠdifferently,	 ﾠwhat	 ﾠfirst	 ﾠappears	 ﾠto	 ﾠbe	 ﾠconstative	 ﾠlanguage	 ﾠeventually	 ﾠ
turns	 ﾠperformative.	 ﾠ	 ﾠOne	 ﾠcould	 ﾠtrace,	 ﾠfor	 ﾠexample,	 ﾠa	 ﾠmore	 ﾠinvolved	 ﾠevolution	 ﾠof	 ﾠthe	 ﾠsqueak,	 ﾠ
which	 ﾠcomes	 ﾠto	 ﾠenter	 ﾠjust	 ﾠabout	 ﾠevery	 ﾠregister	 ﾠin	 ﾠthe	 ﾠnovel—from	 ﾠvictim’s	 ﾠhearing	 ﾠthe	 ﾠ
squeak	 ﾠof	 ﾠthe	 ﾠWheelchair	 ﾠAssassins,	 ﾠto	 ﾠSteeply’s	 ﾠpregnant	 ﾠdescription	 ﾠof	 ﾠthe	 ﾠAmerican	 ﾠ
dream	 ﾠof	 ﾠa	 ﾠ“squeak-ﾭ‐free	 ﾠporch	 ﾠswing”(423),	 ﾠto	 ﾠDay’s	 ﾠessay	 ﾠon	 ﾠthe	 ﾠorigins	 ﾠof	 ﾠthe	 ﾠterm	 ﾠthe	 ﾠ
squeak,	 ﾠto	 ﾠthe	 ﾠpainful	 ﾠsequence	 ﾠin	 ﾠwhich	 ﾠJames	 ﾠO.	 ﾠIncadenza	 ﾠand	 ﾠhis	 ﾠfather	 ﾠtry	 ﾠto	 ﾠlocate	 ﾠthe	 ﾠ
source	 ﾠof	 ﾠa	 ﾠbed’s	 ﾠsqueak	 ﾠ(491-ﾭ‐503).	 ﾠ	 ﾠAlthough	 ﾠthere	 ﾠare,	 ﾠof	 ﾠcourse,	 ﾠ“innocent”	 ﾠsqueaks	 ﾠin	 ﾠ
the	 ﾠnovel,	 ﾠone	 ﾠcould	 ﾠtrack	 ﾠa	 ﾠsimilar	 ﾠmovement	 ﾠof	 ﾠthe	 ﾠterm	 ﾠbetween	 ﾠnarrative	 ﾠregisters:	 ﾠ
from	 ﾠconstative	 ﾠto	 ﾠperformative,	 ﾠfrom	 ﾠdescription	 ﾠwithin	 ﾠthe	 ﾠnovel	 ﾠto	 ﾠliterary	 ﾠtechnique.	 ﾠ	 ﾠIn	 ﾠ
The	 ﾠPale	 ﾠKing	 ﾠphrases	 ﾠlike	 ﾠwiggling	 ﾠor	 ﾠwiggle	 ﾠroom	 ﾠbegin	 ﾠas	 ﾠlocal	 ﾠIRS	 ﾠargot	 ﾠand	 ﾠlater	 ﾠcome	 ﾠ
to	 ﾠsignal	 ﾠa	 ﾠcomplex	 ﾠnegotiation	 ﾠbetween	 ﾠwriter	 ﾠand	 ﾠreader;	 ﾠreading	 ﾠand	 ﾠwriting	 ﾠthemselves	 ﾠ
become	 ﾠkinds	 ﾠof	 ﾠwiggling.	 ﾠ	 ﾠPerhaps	 ﾠthe	 ﾠgreatest	 ﾠexample	 ﾠof	 ﾠthis	 ﾠmovement	 ﾠbetween	 ﾠ
registers,	 ﾠhowever,	 ﾠis	 ﾠthe	 ﾠphrase	 ﾠInfinite	 ﾠJest	 ﾠitself.	 ﾠ	 ﾠOver	 ﾠthe	 ﾠcourse	 ﾠof	 ﾠthe	 ﾠnovel	 ﾠit	 ﾠmoves	 ﾠ
from	 ﾠnaming	 ﾠa	 ﾠfilm	 ﾠor	 ﾠset	 ﾠof	 ﾠfilms	 ﾠto	 ﾠnaming	 ﾠthe	 ﾠnovel	 ﾠitself	 ﾠand	 ﾠthe	 ﾠ“work”	 ﾠof	 ﾠthe	 ﾠnovel,	 ﾠits	 ﾠ
literary	 ﾠtask.	 ﾠ	 ﾠJest,	 ﾠafter	 ﾠall,	 ﾠcomes	 ﾠfrom	 ﾠthe	 ﾠLatin,	 ﾠgerere,	 ﾠ“to	 ﾠdo;”	 ﾠthe	 ﾠnovel	 ﾠbecomes	 ﾠa	 ﾠ
gesture,	 ﾠa	 ﾠperpetual	 ﾠperformance.	 ﾠ
	 ﾠ
	 ﾠ
III.	 ﾠModel#3:	 ﾠSpontaneous	 ﾠData	 ﾠIntrusion	 ﾠin	 ﾠPale	 ﾠKing	 ﾠ
	 ﾠ
It’s	 ﾠperhaps	 ﾠnow,	 ﾠin	 ﾠ2012,	 ﾠfair	 ﾠto	 ﾠsay	 ﾠthat	 ﾠWallace	 ﾠhimself,	 ﾠmore	 ﾠthan	 ﾠanyone	 ﾠelse,	 ﾠhas	 ﾠ
structured	 ﾠthe	 ﾠcritical	 ﾠreception	 ﾠof	 ﾠhis	 ﾠwork.	 ﾠ	 ﾠIf	 ﾠJoyce’s	 ﾠcritics	 ﾠhad	 ﾠEliot’s	 ﾠ“Ulysses,	 ﾠOrder	 ﾠand	 ﾠ	 ﾠ 15	 ﾠ
Myth”	 ﾠ(1923)	 ﾠand	 ﾠGilbert’s	 ﾠUlysses:	 ﾠA	 ﾠCritical	 ﾠStudy	 ﾠ(1930),	 ﾠthen	 ﾠWallace’s	 ﾠhave	 ﾠhad,	 ﾠwell,	 ﾠ
Wallace.	 ﾠ	 ﾠOr	 ﾠmore	 ﾠspecifically,	 ﾠwe	 ﾠhave	 ﾠ1990’s	 ﾠ“E	 ﾠUnibus	 ﾠPluram,”	 ﾠsome	 ﾠeditorial	 ﾠwork	 ﾠand	 ﾠ
reviews,	 ﾠand	 ﾠabout	 ﾠa	 ﾠhundred	 ﾠhours	 ﾠof	 ﾠinterviews	 ﾠaggregated	 ﾠacross	 ﾠa	 ﾠfew	 ﾠwebsites.	 ﾠ	 ﾠ(For	 ﾠ
the	 ﾠmoment	 ﾠwe’ll	 ﾠleave	 ﾠaside	 ﾠthe	 ﾠperhaps	 ﾠmore	 ﾠvexed	 ﾠmatter	 ﾠof	 ﾠthe	 ﾠmeta-ﾭ‐commentary	 ﾠ
within	 ﾠthe	 ﾠfiction,	 ﾠwhich	 ﾠis	 ﾠthe	 ﾠmeat	 ﾠin	 ﾠthis	 ﾠessay’s	 ﾠsandwich).	 ﾠ	 ﾠThe	 ﾠnon-ﾭ‐fiction	 ﾠhas	 ﾠprovided	 ﾠ
fairly	 ﾠreliable	 ﾠfootholds	 ﾠfor	 ﾠthose	 ﾠscaling	 ﾠInfinite	 ﾠJest	 ﾠfor	 ﾠthe	 ﾠfirst	 ﾠtime:	 ﾠ“fiction	 ﾠis	 ﾠabout	 ﾠwhat	 ﾠ
it	 ﾠmeans	 ﾠto	 ﾠbe	 ﾠa	 ﾠfucking	 ﾠhuman	 ﾠbeing”;	 ﾠ“make	 ﾠno	 ﾠmistake:	 ﾠirony	 ﾠtyrannizes	 ﾠus”	 ﾠ(“E	 ﾠUnibus”	 ﾠ
67);	 ﾠ“I	 ﾠwanted	 ﾠto	 ﾠdo	 ﾠsomething	 ﾠsad”	 ﾠ(Laura	 ﾠMiller);	 ﾠetcetera.	 ﾠ
As	 ﾠa	 ﾠcritic—or	 ﾠmore	 ﾠlike	 ﾠa	 ﾠreader—the	 ﾠproblem,	 ﾠas	 ﾠit’s	 ﾠbeginning	 ﾠto	 ﾠfall	 ﾠout,	 ﾠis	 ﾠthat	 ﾠ
Wallace’s	 ﾠcommentary	 ﾠdoesn’t	 ﾠalways	 ﾠadd	 ﾠup	 ﾠto	 ﾠa	 ﾠcoherent	 ﾠpicture,	 ﾠeither	 ﾠin	 ﾠitself	 ﾠor	 ﾠin	 ﾠ
relation	 ﾠto	 ﾠthe	 ﾠfiction.	 ﾠ	 ﾠThis	 ﾠis	 ﾠa	 ﾠgood	 ﾠthing—a	 ﾠgood	 ﾠthing	 ﾠthat’s	 ﾠweirdly	 ﾠanticipated	 ﾠin	 ﾠa	 ﾠlot	 ﾠ
of	 ﾠhis	 ﾠactual	 ﾠcommentary	 ﾠabout	 ﾠfiction.	 ﾠ	 ﾠConsider,	 ﾠfor	 ﾠexample,	 ﾠthese	 ﾠtwo	 ﾠseemingly	 ﾠ
contradictory	 ﾠcomparisons	 ﾠof	 ﾠfiction	 ﾠand	 ﾠnonfiction:	 ﾠ
1)	 ﾠI	 ﾠdo	 ﾠnot	 ﾠknow	 ﾠwhy	 ﾠthe	 ﾠcomparative	 ﾠease	 ﾠand	 ﾠpleasure	 ﾠof	 ﾠwriting	 ﾠnonfiction	 ﾠ
always	 ﾠconfirms	 ﾠmy	 ﾠintuition	 ﾠthat	 ﾠfiction	 ﾠis	 ﾠreally	 ﾠWhat	 ﾠI’m	 ﾠSupposed	 ﾠto	 ﾠDo,	 ﾠbut	 ﾠit	 ﾠ
does,	 ﾠand	 ﾠnow	 ﾠI’m	 ﾠback	 ﾠhere	 ﾠflogging	 ﾠaway	 ﾠ(in	 ﾠall	 ﾠsenses	 ﾠof	 ﾠthe	 ﾠword)	 ﾠand	 ﾠfeeding	 ﾠ
my	 ﾠown	 ﾠwastebasket.4	 ﾠ
2)	 ﾠWriting-ﾭ‐wise,	 ﾠfiction	 ﾠis	 ﾠscarier,	 ﾠbut	 ﾠnonfiction	 ﾠis	 ﾠharder—because	 ﾠnonfiction’s	 ﾠ
based	 ﾠin	 ﾠreality,	 ﾠand	 ﾠtoday’s	 ﾠfelt	 ﾠreality	 ﾠis	 ﾠoverwhelmingly,	 ﾠcircuit-ﾭ‐blowingly	 ﾠhuge	 ﾠ
and	 ﾠcomplex.	 ﾠWhereas	 ﾠfiction	 ﾠcomes	 ﾠout	 ﾠof	 ﾠnothing.	 ﾠActually,	 ﾠso	 ﾠwait:	 ﾠthe	 ﾠtruth	 ﾠis	 ﾠ
that	 ﾠboth	 ﾠgenres	 ﾠare	 ﾠscary;	 ﾠboth	 ﾠfeel	 ﾠlike	 ﾠthey’re	 ﾠexecuted	 ﾠon	 ﾠtightropes,	 ﾠover	 ﾠ
abysses—it’s	 ﾠthe	 ﾠabysses	 ﾠthat	 ﾠare	 ﾠdifferent.	 ﾠFiction’s	 ﾠabyss	 ﾠis	 ﾠsilence,	 ﾠnada.	 ﾠWhereas	 ﾠ
nonfiction’s	 ﾠabyss	 ﾠis	 ﾠTotal	 ﾠNoise,	 ﾠthe	 ﾠseething	 ﾠstatic	 ﾠof	 ﾠevery	 ﾠparticular	 ﾠthing	 ﾠand	 ﾠ	 ﾠ 16	 ﾠ
experience,	 ﾠand	 ﾠone’s	 ﾠtotal	 ﾠfreedom	 ﾠof	 ﾠinfinite	 ﾠchoice	 ﾠabout	 ﾠwhat	 ﾠto	 ﾠchoose	 ﾠto	 ﾠattend	 ﾠ
to	 ﾠand	 ﾠrepresent	 ﾠand	 ﾠconnect,	 ﾠand	 ﾠhow,	 ﾠand	 ﾠwhy,	 ﾠetc	 ﾠ(“Deciderization”	 ﾠxiv).5	 ﾠ
The	 ﾠobvious	 ﾠcontradiction	 ﾠhere	 ﾠinvolves	 ﾠthe	 ﾠalleged	 ﾠease	 ﾠor	 ﾠdifficulty	 ﾠof	 ﾠwriting	 ﾠfiction	 ﾠand	 ﾠ
nonfiction.	 ﾠ	 ﾠWhat	 ﾠinterests	 ﾠme,	 ﾠhowever,	 ﾠis	 ﾠwhat	 ﾠthese	 ﾠstatements—each	 ﾠmade	 ﾠin	 ﾠthe	 ﾠ
middle	 ﾠof	 ﾠcomposing	 ﾠhis	 ﾠpost-ﾭ‐Jest	 ﾠ“Larger	 ﾠThing”—bring	 ﾠto	 ﾠbear	 ﾠon	 ﾠPale	 ﾠKing.	 ﾠ
	 ﾠ Let’s	 ﾠtake	 ﾠa	 ﾠcloser	 ﾠlook	 ﾠat	 ﾠthe	 ﾠaforementioned	 ﾠdefinition	 ﾠof	 ﾠa	 ﾠfact	 ﾠpsychic,	 ﾠkeeping	 ﾠin	 ﾠ
mind	 ﾠWallace’s	 ﾠdescription	 ﾠof	 ﾠnonfiction’s	 ﾠabyss	 ﾠof	 ﾠTotal	 ﾠNoise:	 ﾠ
An	 ﾠobscure	 ﾠbut	 ﾠtrue	 ﾠpiece	 ﾠof	 ﾠparanormal	 ﾠtrivia:	 ﾠThere	 ﾠis	 ﾠsuch	 ﾠa	 ﾠthing	 ﾠas	 ﾠa	 ﾠfact	 ﾠ
psychic.	 ﾠSometimes	 ﾠin	 ﾠthe	 ﾠliterature	 ﾠalso	 ﾠknown	 ﾠas	 ﾠa	 ﾠdata	 ﾠmystic,	 ﾠand	 ﾠthe	 ﾠsyndrome	 ﾠ
itself	 ﾠas	 ﾠRFI	 ﾠ(=	 ﾠRandom-ﾭFact	 ﾠIntuition).	 ﾠThese	 ﾠsubjects’	 ﾠsudden	 ﾠflashes	 ﾠof	 ﾠinsight	 ﾠor	 ﾠ
awareness	 ﾠare	 ﾠstructurally	 ﾠsimilar	 ﾠto	 ﾠbut	 ﾠusually	 ﾠfar	 ﾠmore	 ﾠtedious	 ﾠand	 ﾠquotidian	 ﾠ
than	 ﾠthe	 ﾠdramatically	 ﾠrelevant	 ﾠforeknowledge	 ﾠwe	 ﾠnormally	 ﾠconceive	 ﾠas	 ﾠESP	 ﾠor	 ﾠ
precognition…	 ﾠThey	 ﾠcome	 ﾠout	 ﾠof	 ﾠnowhere,	 ﾠare	 ﾠinconvenient	 ﾠand	 ﾠdiscomfiting	 ﾠlike	 ﾠall	 ﾠ
psychic	 ﾠirruptions.	 ﾠ	 ﾠIt’s	 ﾠjust	 ﾠthat	 ﾠthey’re	 ﾠephemeral,	 ﾠuseless,	 ﾠundramatic,	 ﾠdistracting.	 ﾠ
What	 ﾠCointreau	 ﾠtasted	 ﾠlike	 ﾠto	 ﾠsomeone	 ﾠwith	 ﾠa	 ﾠmild	 ﾠhead	 ﾠcold	 ﾠon	 ﾠthe	 ﾠesplanade	 ﾠof	 ﾠ
Vienna’s	 ﾠstate	 ﾠopera	 ﾠhouse	 ﾠon	 ﾠ2	 ﾠOctober	 ﾠ1874…	 ﾠThe	 ﾠexact	 ﾠ(not	 ﾠestimated)	 ﾠheight	 ﾠof	 ﾠ
Mount	 ﾠErebus,	 ﾠthough	 ﾠnot	 ﾠwhat	 ﾠor	 ﾠwhere	 ﾠMount	 ﾠErebus	 ﾠis	 ﾠ(118-ﾭ‐19).	 ﾠ
And	 ﾠso	 ﾠon.	 ﾠ	 ﾠClaude	 ﾠSylvanshine—a	 ﾠsomewhat	 ﾠtoo	 ﾠobvious	 ﾠplay	 ﾠon	 ﾠClaude	 ﾠShannon,	 ﾠa	 ﾠ
founder	 ﾠof	 ﾠInformation	 ﾠTheory—is	 ﾠafflicted	 ﾠby	 ﾠthe,	 ﾠso	 ﾠto	 ﾠspeak,	 ﾠdisorder:	 ﾠ“One	 ﾠreason	 ﾠ[his]	 ﾠ
gaze	 ﾠis	 ﾠalways	 ﾠso	 ﾠintent	 ﾠand	 ﾠdiscomfiting	 ﾠis	 ﾠthat	 ﾠhe’s	 ﾠtrying	 ﾠto	 ﾠfilter	 ﾠout	 ﾠall	 ﾠsorts	 ﾠof	 ﾠ
psychically	 ﾠintuited	 ﾠand	 ﾠintrusive	 ﾠfacts”	 ﾠ(119).	 ﾠ	 ﾠ	 ﾠ
Sylvanshine’s	 ﾠcurse	 ﾠis	 ﾠan	 ﾠuncanny	 ﾠjuxtaposition	 ﾠof	 ﾠfiction’s	 ﾠ“silence,	 ﾠnada”	 ﾠ(“they	 ﾠ
come	 ﾠout	 ﾠof	 ﾠnowehere”)	 ﾠand	 ﾠnonfiction’s	 ﾠawareness	 ﾠof	 ﾠthe	 ﾠ“seething	 ﾠstatic	 ﾠof	 ﾠevery	 ﾠ	 ﾠ 17	 ﾠ
particular	 ﾠthing	 ﾠand	 ﾠexperience.”	 ﾠ	 ﾠThe	 ﾠdifference,	 ﾠof	 ﾠcourse,	 ﾠis	 ﾠthat	 ﾠ“Claude	 ﾠSylvanshine	 ﾠ
can’t	 ﾠhelp	 ﾠit”	 ﾠ(120);	 ﾠit	 ﾠis	 ﾠimposed	 ﾠon	 ﾠhim	 ﾠfrom	 ﾠthe	 ﾠoutside.	 ﾠI	 ﾠwould	 ﾠlike	 ﾠto	 ﾠpropose,	 ﾠ
however,	 ﾠthat	 ﾠin	 ﾠthe	 ﾠfigure	 ﾠof	 ﾠSylvanshine	 ﾠwe	 ﾠcome	 ﾠupon	 ﾠa	 ﾠthird	 ﾠmodel	 ﾠof	 ﾠnarration:	 ﾠthe	 ﾠ
Spontaneous	 ﾠData	 ﾠIntrusion	 ﾠModel.	 ﾠ	 ﾠIn	 ﾠit	 ﾠwe	 ﾠare	 ﾠgiven	 ﾠa	 ﾠcharacter—and,	 ﾠallegorically,	 ﾠan	 ﾠ
author	 ﾠor	 ﾠnarrative	 ﾠvoice—exposed	 ﾠto	 ﾠa	 ﾠpure,	 ﾠthreatening	 ﾠOutside	 ﾠwithout	 ﾠorder	 ﾠor	 ﾠ
meaning.	 ﾠ	 ﾠAny	 ﾠfact,	 ﾠany	 ﾠutterance,	 ﾠany	 ﾠconnection	 ﾠbetween	 ﾠcharacters	 ﾠis	 ﾠpossible.	 ﾠ	 ﾠCh	 ﾠ15’s	 ﾠ
narrative	 ﾠvoice	 ﾠcollects	 ﾠexamples	 ﾠof	 ﾠrandom	 ﾠfacts	 ﾠas	 ﾠeasily	 ﾠas	 ﾠSylvanshine	 ﾠhimself	 ﾠdoes,	 ﾠand	 ﾠ
then	 ﾠdoes	 ﾠsomething	 ﾠSylvanshine	 ﾠcannot:	 ﾠit	 ﾠsorts	 ﾠthem	 ﾠinto	 ﾠa	 ﾠneatly	 ﾠnarrated	 ﾠexplication	 ﾠof	 ﾠ
what	 ﾠit	 ﾠmeans	 ﾠto	 ﾠbe	 ﾠa	 ﾠfact	 ﾠpsychic.	 ﾠ	 ﾠIt	 ﾠis	 ﾠfairly	 ﾠeasy	 ﾠto	 ﾠconnect	 ﾠthe	 ﾠmodel	 ﾠto	 ﾠWallace’s	 ﾠquips	 ﾠ
about	 ﾠthe	 ﾠdifficulty	 ﾠof	 ﾠwriting	 ﾠPale	 ﾠKing;	 ﾠthat,	 ﾠfor	 ﾠinstance,	 ﾠhe’d	 ﾠhave	 ﾠto	 ﾠwrite	 ﾠ“a	 ﾠ5,000	 ﾠpage	 ﾠ
manuscript	 ﾠand	 ﾠthen	 ﾠwinnow	 ﾠit	 ﾠdown	 ﾠby	 ﾠ90%,	 ﾠthe	 ﾠvery	 ﾠidea	 ﾠof	 ﾠwhich	 ﾠmakes	 ﾠsomething	 ﾠin	 ﾠ
me	 ﾠwither	 ﾠand	 ﾠget	 ﾠreally	 ﾠinterested	 ﾠin	 ﾠmy	 ﾠcuticle,	 ﾠor	 ﾠthe	 ﾠangle	 ﾠof	 ﾠthe	 ﾠlight	 ﾠoutside.”6	 ﾠHow	 ﾠ
the	 ﾠmodel	 ﾠworks	 ﾠin	 ﾠthe	 ﾠtexture	 ﾠof	 ﾠthe	 ﾠnovel’s	 ﾠsentences,	 ﾠhowever,	 ﾠis	 ﾠfar	 ﾠfrom	 ﾠ
straightforward.	 ﾠ
As	 ﾠwith	 ﾠthe	 ﾠlocal	 ﾠargots	 ﾠin	 ﾠInfinite	 ﾠJest,	 ﾠthe	 ﾠSDI’s	 ﾠfirst	 ﾠcome	 ﾠto	 ﾠus	 ﾠunannounced	 ﾠin	 ﾠ
Pale	 ﾠKing,	 ﾠas	 ﾠSylvanshine	 ﾠis	 ﾠon	 ﾠa	 ﾠplane:	 ﾠ“Men	 ﾠwho	 ﾠcannot	 ﾠbear	 ﾠto	 ﾠwait	 ﾠor	 ﾠstand	 ﾠstill	 ﾠforced	 ﾠ
to	 ﾠstand	 ﾠto	 ﾠstand	 ﾠstill	 ﾠall	 ﾠtogether	 ﾠand	 ﾠwait,	 ﾠmen	 ﾠwith	 ﾠcalfskin	 ﾠDay-ﾭ‐Timers	 ﾠand	 ﾠFranklin	 ﾠ
Quest	 ﾠTime	 ﾠManagement	 ﾠcertificates…	 ﾠtrying	 ﾠto	 ﾠcover	 ﾠthe	 ﾠmonthly	 ﾠnut,	 ﾠfish	 ﾠthrashing	 ﾠin	 ﾠthe	 ﾠ
nets	 ﾠof	 ﾠtheir	 ﾠown	 ﾠobligations.	 ﾠTwo	 ﾠeventual	 ﾠsuicides	 ﾠon	 ﾠthis	 ﾠplane,	 ﾠone	 ﾠforever	 ﾠclassed	 ﾠas	 ﾠan	 ﾠ
accident”	 ﾠ(18).	 ﾠ	 ﾠThis	 ﾠlast	 ﾠsentence	 ﾠturns	 ﾠout,	 ﾠin	 ﾠlight	 ﾠof	 ﾠour	 ﾠeventual	 ﾠknowledge	 ﾠof	 ﾠ
Sylvanshine’s	 ﾠSDI	 ﾠsyndrome,	 ﾠto	 ﾠbe	 ﾠa	 ﾠtricky	 ﾠpiece	 ﾠof	 ﾠnarratology.	 ﾠ	 ﾠThe	 ﾠsentence’s	 ﾠclosing	 ﾠ
clause,	 ﾠwhich	 ﾠcontradicts	 ﾠthe	 ﾠofficial	 ﾠrecord,	 ﾠtips	 ﾠus	 ﾠoff	 ﾠto	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠwe	 ﾠare	 ﾠhearing	 ﾠan	 ﾠ
objective	 ﾠtruth,	 ﾠperhaps	 ﾠone	 ﾠobtained	 ﾠvia	 ﾠan	 ﾠact	 ﾠof	 ﾠnarrative	 ﾠomniscience.	 ﾠ	 ﾠWe	 ﾠmight	 ﾠeven	 ﾠ	 ﾠ 18	 ﾠ
fear	 ﾠthat	 ﾠone	 ﾠof	 ﾠthose	 ﾠsuicides	 ﾠis	 ﾠSylvanshine	 ﾠhimself.	 ﾠ	 ﾠTo	 ﾠthe	 ﾠfirst-ﾭ‐time	 ﾠreader	 ﾠthe	 ﾠsentence	 ﾠ
is	 ﾠomniscient	 ﾠthird	 ﾠperson;	 ﾠto	 ﾠthe	 ﾠre-ﾭ‐reader	 ﾠthe	 ﾠsentence	 ﾠis	 ﾠfree	 ﾠindirect	 ﾠstyle—free	 ﾠindirect	 ﾠ
style	 ﾠwhose	 ﾠorigins	 ﾠbizarrely	 ﾠmirror	 ﾠa	 ﾠkind	 ﾠof	 ﾠomniscient	 ﾠnarration.	 ﾠ
But	 ﾠlet	 ﾠus	 ﾠthink	 ﾠmore	 ﾠcarefully	 ﾠabout	 ﾠa	 ﾠfirst	 ﾠreading	 ﾠof	 ﾠthe	 ﾠchapter,	 ﾠwhich	 ﾠshould	 ﾠ
appear	 ﾠto	 ﾠmove	 ﾠbetween	 ﾠseemingly	 ﾠomniscient	 ﾠthird-ﾭ‐person	 ﾠnarration	 ﾠand	 ﾠfree	 ﾠindirect	 ﾠ
style.	 ﾠ	 ﾠTake,	 ﾠfor	 ﾠexample:	 ﾠ	 ﾠ
The	 ﾠinterstate	 ﾠhighway	 ﾠbelow	 ﾠdisappeared	 ﾠand	 ﾠthen	 ﾠsometimes	 ﾠreappeared	 ﾠat	 ﾠa	 ﾠ
spot	 ﾠSylvanshine	 ﾠhad	 ﾠto	 ﾠsquash	 ﾠhis	 ﾠcheek	 ﾠright	 ﾠup	 ﾠagainst	 ﾠthe	 ﾠplastic	 ﾠinner	 ﾠwindow	 ﾠ
to	 ﾠsee,	 ﾠthen	 ﾠas	 ﾠthe	 ﾠrain	 ﾠrecommenced	 ﾠand	 ﾠhe	 ﾠcould	 ﾠtell	 ﾠthey	 ﾠwere	 ﾠbeginning	 ﾠdescent	 ﾠ
it	 ﾠreappeared	 ﾠin	 ﾠthe	 ﾠwindow’s	 ﾠcenter,	 ﾠlight	 ﾠtraffic	 ﾠcrawling	 ﾠwith	 ﾠa	 ﾠfutile	 ﾠpointless	 ﾠ
pathos	 ﾠyou	 ﾠcould	 ﾠnever	 ﾠsense	 ﾠon	 ﾠthe	 ﾠground.	 ﾠWhat	 ﾠif	 ﾠit	 ﾠfelt	 ﾠthis	 ﾠslow	 ﾠto	 ﾠactually	 ﾠdrive	 ﾠ
as	 ﾠit	 ﾠlooked	 ﾠfrom	 ﾠthis	 ﾠperspective?	 ﾠIt	 ﾠwould	 ﾠbe	 ﾠlike	 ﾠtrying	 ﾠto	 ﾠrun	 ﾠunderwater.	 ﾠThe	 ﾠ
whole	 ﾠball	 ﾠgame	 ﾠwas	 ﾠperspective,	 ﾠfiltering,	 ﾠthe	 ﾠchoice	 ﾠof	 ﾠperception’s	 ﾠobjects	 ﾠ(15).	 ﾠ
A	 ﾠfirst	 ﾠreader	 ﾠwould	 ﾠpick	 ﾠup	 ﾠon	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠthe	 ﾠpassage	 ﾠis	 ﾠwritten,	 ﾠmore	 ﾠor	 ﾠless,	 ﾠin	 ﾠfree	 ﾠ
indirect	 ﾠstyle:	 ﾠSylvanshine	 ﾠthinks	 ﾠthe	 ﾠtraffic	 ﾠlooks	 ﾠfutile	 ﾠand	 ﾠpointless;	 ﾠhe	 ﾠasks	 ﾠthe	 ﾠquestion	 ﾠ
about	 ﾠtraffic	 ﾠfeeling	 ﾠslow,	 ﾠand	 ﾠhe	 ﾠgives	 ﾠthe	 ﾠanswer	 ﾠ(“it	 ﾠwould	 ﾠbe	 ﾠlike	 ﾠtrying	 ﾠto	 ﾠrun	 ﾠ
underwater”);	 ﾠhe	 ﾠthinks	 ﾠabout	 ﾠwhat	 ﾠwe	 ﾠpresume	 ﾠto	 ﾠbe	 ﾠDr.	 ﾠLehrl’s	 ﾠadvice:	 ﾠ“perspective,	 ﾠ
filtering,	 ﾠthe	 ﾠchoice	 ﾠof	 ﾠperception’s	 ﾠobjects.”	 ﾠ	 ﾠThese	 ﾠvery	 ﾠhuman-ﾭ‐seeming	 ﾠthoughts	 ﾠare	 ﾠalso	 ﾠ
peculiarly	 ﾠjuxtaposed	 ﾠwith	 ﾠfree	 ﾠindirect	 ﾠdata—e.g.,	 ﾠ“Direct	 ﾠmaterial	 ﾠprice	 ﾠvariance.”	 ﾠ(15)—
that	 ﾠintrudes	 ﾠon	 ﾠthe	 ﾠnarrative.	 ﾠ	 ﾠWe	 ﾠknow	 ﾠthat	 ﾠthis	 ﾠseemingly	 ﾠinhuman	 ﾠlanguage	 ﾠis	 ﾠindeed	 ﾠ
free	 ﾠand	 ﾠindirect	 ﾠbecause	 ﾠon	 ﾠthe	 ﾠplane	 ﾠSylvanshine	 ﾠis	 ﾠstudying	 ﾠto	 ﾠbe	 ﾠa	 ﾠCPA.	 ﾠ	 ﾠWe	 ﾠshould	 ﾠnote,	 ﾠ
too,	 ﾠthat	 ﾠthe	 ﾠSDI’s	 ﾠare	 ﾠnot	 ﾠwholly	 ﾠ“inhuman”	 ﾠpieces	 ﾠof	 ﾠdata,	 ﾠbut	 ﾠrelate	 ﾠto	 ﾠhumanly	 ﾠdefined	 ﾠ	 ﾠ 19	 ﾠ
concepts,	 ﾠattributes,	 ﾠplaces;	 ﾠall	 ﾠof	 ﾠthe	 ﾠdata	 ﾠis,	 ﾠpotentially,	 ﾠinteresting	 ﾠto	 ﾠsomeone.7	 ﾠPerhaps	 ﾠ
the	 ﾠmost	 ﾠinhuman	 ﾠaspect	 ﾠof	 ﾠthe	 ﾠSDI’s	 ﾠis	 ﾠsimply	 ﾠtheir	 ﾠbare	 ﾠexistence.	 ﾠ
	 ﾠ A	 ﾠre-ﾭ‐reader	 ﾠwouldn’t	 ﾠhave	 ﾠto	 ﾠrethink	 ﾠthe	 ﾠabove	 ﾠpassage	 ﾠin	 ﾠterms	 ﾠof	 ﾠthe	 ﾠSDI’s,	 ﾠbut	 ﾠ
there	 ﾠare	 ﾠa	 ﾠnumber	 ﾠof	 ﾠjarring,	 ﾠmetafictional	 ﾠmaneuvers	 ﾠat	 ﾠplay	 ﾠin	 ﾠit.	 ﾠ	 ﾠThe	 ﾠquestion	 ﾠabout	 ﾠ
how	 ﾠit	 ﾠfeels	 ﾠto	 ﾠdrive	 ﾠas	 ﾠslowly	 ﾠas	 ﾠit	 ﾠappears	 ﾠfrom	 ﾠan	 ﾠairplane,	 ﾠfor	 ﾠexample,	 ﾠis	 ﾠanswered	 ﾠin	 ﾠCh	 ﾠ
24,	 ﾠthe	 ﾠsecond	 ﾠ“Author	 ﾠHere”	 ﾠsection.	 ﾠ	 ﾠ“David	 ﾠWallace”	 ﾠbegins	 ﾠwith	 ﾠa	 ﾠnote	 ﾠthat	 ﾠ“the	 ﾠnext	 ﾠ
salient	 ﾠfeature	 ﾠof	 ﾠthat	 ﾠday	 ﾠ[of	 ﾠhis	 ﾠarrival	 ﾠat	 ﾠthe	 ﾠIRS]	 ﾠis	 ﾠthat	 ﾠtraffic	 ﾠalong	 ﾠthe	 ﾠcity’s	 ﾠ
circumambient	 ﾠSelf-ﾭ‐Storage	 ﾠParkway	 ﾠwas	 ﾠtotally	 ﾠhorrible,”	 ﾠand	 ﾠthen	 ﾠproceeds	 ﾠto	 ﾠspend	 ﾠ
fourteen	 ﾠpages	 ﾠdescribing	 ﾠthat	 ﾠhorror	 ﾠin	 ﾠbureaucratic	 ﾠdetail	 ﾠ(267-ﾭ‐81).	 ﾠ	 ﾠIn	 ﾠDr.	 ﾠLehrl’s	 ﾠ
schema	 ﾠit	 ﾠis	 ﾠa	 ﾠmatter	 ﾠof	 ﾠperspective,	 ﾠspecifically	 ﾠnarrative	 ﾠperspective,	 ﾠand	 ﾠthe	 ﾠfailure	 ﾠto	 ﾠ
properly	 ﾠfilter	 ﾠout	 ﾠirrelevant	 ﾠfacts.	 ﾠ	 ﾠThe	 ﾠchapter	 ﾠshould	 ﾠstrike	 ﾠone	 ﾠas	 ﾠan	 ﾠexercise	 ﾠin	 ﾠself-ﾭ‐
parody,	 ﾠthough	 ﾠperhaps	 ﾠin	 ﾠa	 ﾠdifferent	 ﾠregister	 ﾠfrom	 ﾠthe	 ﾠalready-ﾭ‐discussed	 ﾠ“Author’s	 ﾠ
Foreword.”	 ﾠ	 ﾠIt	 ﾠis	 ﾠhard,	 ﾠfor	 ﾠexample,	 ﾠto	 ﾠimagine	 ﾠCh	 ﾠ9’s	 ﾠDavid	 ﾠWallace	 ﾠwriting	 ﾠsomething	 ﾠlike	 ﾠ
“I	 ﾠthink	 ﾠyou	 ﾠdeserve	 ﾠbetter	 ﾠ[reader],	 ﾠand	 ﾠthat	 ﾠyou’re	 ﾠintelligent	 ﾠenough	 ﾠto	 ﾠunderstand	 ﾠand	 ﾠ
maybe	 ﾠeven	 ﾠapplaud	 ﾠwhen	 ﾠa	 ﾠmemoirist	 ﾠhas	 ﾠthe	 ﾠintegrity	 ﾠto	 ﾠadmit	 ﾠthat	 ﾠhe’s	 ﾠnot	 ﾠsome	 ﾠkind	 ﾠof	 ﾠ
eidetic	 ﾠfreak”	 ﾠ(257	 ﾠn3).	 ﾠ	 ﾠThis	 ﾠnote,	 ﾠwhich	 ﾠcomes	 ﾠearly	 ﾠin	 ﾠCh	 ﾠ24	 ﾠand	 ﾠis	 ﾠfollowed	 ﾠby	 ﾠan	 ﾠ
exhaustive	 ﾠdescription	 ﾠof	 ﾠevery	 ﾠinch	 ﾠof	 ﾠSelf-ﾭ‐Storage	 ﾠParkway,	 ﾠpushes	 ﾠthe	 ﾠepisode	 ﾠsquarely	 ﾠ
into	 ﾠparody.8	 ﾠ
The	 ﾠpoint	 ﾠabout	 ﾠperspective	 ﾠand	 ﾠfiltering	 ﾠinformation	 ﾠin	 ﾠnarrative,	 ﾠhowever,	 ﾠis	 ﾠa	 ﾠ
serious	 ﾠone.	 ﾠ	 ﾠConsider	 ﾠthe	 ﾠfollowing	 ﾠintroduction	 ﾠto	 ﾠSylvanshine	 ﾠwith	 ﾠthat	 ﾠin	 ﾠmind:	 ﾠ
When	 ﾠSylvanshine	 ﾠstudied	 ﾠfor	 ﾠthe	 ﾠexam	 ﾠnow	 ﾠthe	 ﾠworst	 ﾠthing	 ﾠwas	 ﾠthat	 ﾠstudying	 ﾠany	 ﾠ
one	 ﾠthing	 ﾠwould	 ﾠset	 ﾠoff	 ﾠa	 ﾠstorm	 ﾠin	 ﾠhis	 ﾠhead	 ﾠabout	 ﾠall	 ﾠthe	 ﾠother	 ﾠthings	 ﾠhe	 ﾠhadn’t	 ﾠ
studied	 ﾠand	 ﾠfelt	 ﾠhe	 ﾠwas	 ﾠstill	 ﾠweak	 ﾠon,	 ﾠmaking	 ﾠit	 ﾠalmost	 ﾠimpossible	 ﾠto	 ﾠconcentrate,	 ﾠ	 ﾠ 20	 ﾠ
causing	 ﾠhim	 ﾠto	 ﾠfall	 ﾠfurther	 ﾠbehind.	 ﾠ	 ﾠHe’d	 ﾠbeen	 ﾠstudying	 ﾠfor	 ﾠthe	 ﾠCPA	 ﾠexam	 ﾠfor	 ﾠthree	 ﾠ
and	 ﾠa	 ﾠhalf	 ﾠyears.	 ﾠ	 ﾠIt	 ﾠwas	 ﾠlike	 ﾠtrying	 ﾠto	 ﾠbuild	 ﾠa	 ﾠmodel	 ﾠin	 ﾠa	 ﾠhigh	 ﾠwind.	 ﾠ	 ﾠ‘The	 ﾠmost	 ﾠ
important	 ﾠcomponent	 ﾠin	 ﾠorganizing	 ﾠa	 ﾠstructure	 ﾠfor	 ﾠeffective	 ﾠstudy	 ﾠis:’	 ﾠsomething.	 ﾠ
What	 ﾠkilled	 ﾠhim	 ﾠwere	 ﾠthe	 ﾠstory	 ﾠproblems	 ﾠ(9).	 ﾠ
Wallace	 ﾠhimself	 ﾠfamously	 ﾠtook	 ﾠhigh-ﾭ‐level	 ﾠaccounting	 ﾠcourses	 ﾠin	 ﾠthe	 ﾠlate	 ﾠ90’s;	 ﾠand	 ﾠMichael	 ﾠ
Pietsch,	 ﾠhis	 ﾠlongtime	 ﾠeditor,	 ﾠhas	 ﾠspoken	 ﾠof	 ﾠa	 ﾠcar	 ﾠride	 ﾠwhere	 ﾠWallace	 ﾠdescribed	 ﾠwriting	 ﾠPale	 ﾠ
King	 ﾠto	 ﾠ“trying	 ﾠto	 ﾠcarry	 ﾠa	 ﾠsheet	 ﾠof	 ﾠplywood	 ﾠin	 ﾠa	 ﾠwindstorm,”	 ﾠa	 ﾠsentiment	 ﾠnot	 ﾠunlike	 ﾠ
Sylvanshine’s	 ﾠanalogy	 ﾠof	 ﾠ“build[ing]	 ﾠa	 ﾠmodel	 ﾠin	 ﾠa	 ﾠhigh	 ﾠwind.”9	 ﾠAnecdotes	 ﾠaside,	 ﾠwe	 ﾠare	 ﾠstill	 ﾠ
left	 ﾠwith	 ﾠthe	 ﾠpassage’s	 ﾠanxiety	 ﾠover	 ﾠ“organizing	 ﾠstructure”	 ﾠand	 ﾠ“story	 ﾠproblems.”	 ﾠ	 ﾠThese	 ﾠare	 ﾠ
obvious	 ﾠpoints	 ﾠof	 ﾠconcern	 ﾠfor	 ﾠsomeone	 ﾠafflicted	 ﾠby	 ﾠSDI’s,	 ﾠand	 ﾠhave	 ﾠlarger	 ﾠpurchase	 ﾠon	 ﾠthe	 ﾠ
way	 ﾠnarration	 ﾠis	 ﾠmodeled	 ﾠin	 ﾠthe	 ﾠnovel.	 ﾠ	 ﾠOf	 ﾠcourse,	 ﾠthe	 ﾠSDI’s	 ﾠaren’t	 ﾠthe	 ﾠonly	 ﾠnarrative	 ﾠmodel	 ﾠ
in	 ﾠPale	 ﾠKing;	 ﾠbut	 ﾠwhat	 ﾠSylvanshine’s	 ﾠintrusions	 ﾠregister	 ﾠis	 ﾠthe	 ﾠworry	 ﾠof	 ﾠbeing	 ﾠalone	 ﾠat	 ﾠwork,	 ﾠ
the	 ﾠhorror	 ﾠat	 ﾠ“one’s	 ﾠtotal	 ﾠfreedom	 ﾠof	 ﾠinfinite	 ﾠchoice	 ﾠabout	 ﾠwhat	 ﾠto	 ﾠchoose	 ﾠto	 ﾠattend	 ﾠto	 ﾠand	 ﾠ
represent	 ﾠand	 ﾠconnect,	 ﾠand	 ﾠhow,	 ﾠand	 ﾠwhy,	 ﾠetc.”	 ﾠ	 ﾠFiction’s	 ﾠ“silence,	 ﾠnada”	 ﾠis	 ﾠquietly	 ﾠreplaced	 ﾠ
by	 ﾠthis	 ﾠexcess	 ﾠof	 ﾠpotential	 ﾠinformation	 ﾠonce	 ﾠa	 ﾠwork	 ﾠbecomes	 ﾠa	 ﾠwork	 ﾠin	 ﾠprogress.	 ﾠ	 ﾠOne	 ﾠ
becomes	 ﾠalone	 ﾠin	 ﾠa	 ﾠnew	 ﾠway.10	 ﾠ
	 ﾠ This	 ﾠexcess,	 ﾠagain,	 ﾠis	 ﾠSylvanshine’s	 ﾠ(and	 ﾠperhaps	 ﾠthe	 ﾠnovel’s)	 ﾠbasic	 ﾠproblem.	 ﾠ	 ﾠRecall,	 ﾠ
for	 ﾠexample,	 ﾠthe	 ﾠincommunicable	 ﾠweb	 ﾠof	 ﾠcausation	 ﾠthat	 ﾠ“overwhelms”	 ﾠSylvanshine	 ﾠas	 ﾠhe	 ﾠ
bites	 ﾠinto	 ﾠa	 ﾠHostess	 ﾠcupcake:	 ﾠits	 ﾠorigin;	 ﾠthe	 ﾠfactory	 ﾠworker’s	 ﾠweight,	 ﾠbowling	 ﾠaverage,	 ﾠand	 ﾠ
so	 ﾠon	 ﾠ(121).	 ﾠ	 ﾠIf	 ﾠthe	 ﾠContracted	 ﾠRealism	 ﾠModel	 ﾠis	 ﾠtasked	 ﾠwith	 ﾠsorting	 ﾠthrough	 ﾠthat	 ﾠmass	 ﾠof	 ﾠ
data—i.e.,	 ﾠnegotiating	 ﾠwith	 ﾠthe	 ﾠreader	 ﾠso	 ﾠshe	 ﾠcontinues	 ﾠto	 ﾠread—then	 ﾠwe	 ﾠmight	 ﾠsay	 ﾠthat	 ﾠthe	 ﾠ
Sudden	 ﾠData	 ﾠIntrusion	 ﾠModel	 ﾠis	 ﾠcontinually	 ﾠcompelled	 ﾠto	 ﾠrun	 ﾠus	 ﾠup	 ﾠagainst	 ﾠthe	 ﾠdata	 ﾠmass’s	 ﾠ
implicit	 ﾠinfinitude.	 ﾠ	 ﾠContracted	 ﾠRealism	 ﾠcontinually	 ﾠnegotiates	 ﾠthe	 ﾠterms	 ﾠof	 ﾠcommunion	 ﾠ/	 ﾠ	 ﾠ 21	 ﾠ
communication	 ﾠ/	 ﾠcommunity	 ﾠwith	 ﾠthe	 ﾠreader;	 ﾠSudden	 ﾠData	 ﾠIntrusions	 ﾠinterrupt	 ﾠthose	 ﾠ
negotiations.	 ﾠ	 ﾠThey	 ﾠ“unwork”	 ﾠit,	 ﾠin	 ﾠNancy’s	 ﾠterms,	 ﾠby	 ﾠthreatening	 ﾠus	 ﾠwith	 ﾠa	 ﾠ“view	 ﾠfrom	 ﾠ
nowhere,”	 ﾠa	 ﾠview	 ﾠthat	 ﾠlacks	 ﾠany	 ﾠparticular	 ﾠhuman	 ﾠperspective	 ﾠ(Nagel	 ﾠpassim).	 ﾠ	 ﾠ
Tellingly,	 ﾠthe	 ﾠSDI’s	 ﾠcome	 ﾠto	 ﾠSylvanshine	 ﾠwith	 ﾠ“constant	 ﾠheadaches.	 ﾠThe	 ﾠdata	 ﾠ
sometimes	 ﾠvisual	 ﾠand	 ﾠqueerly	 ﾠbacklit,	 ﾠas	 ﾠby	 ﾠan	 ﾠinfinitely	 ﾠbright	 ﾠlight	 ﾠan	 ﾠinfinite	 ﾠdistance	 ﾠ
away”	 ﾠ(121).	 ﾠ	 ﾠLight	 ﾠrays	 ﾠfrom	 ﾠsuch	 ﾠa	 ﾠsource	 ﾠwould—theoretically—appear	 ﾠas	 ﾠparallel	 ﾠand	 ﾠ
would	 ﾠtherefore	 ﾠno	 ﾠbe	 ﾠlocalizable	 ﾠat	 ﾠany	 ﾠone	 ﾠpoint	 ﾠ(Hecht	 ﾠ161);	 ﾠit	 ﾠwould	 ﾠlack,	 ﾠquite	 ﾠ
literally,	 ﾠa	 ﾠdeterminate	 ﾠpoint	 ﾠof	 ﾠview	 ﾠeven	 ﾠif	 ﾠSylvanshine	 ﾠhimself	 ﾠnaturally	 ﾠhas	 ﾠone.	 ﾠ	 ﾠThe	 ﾠ
SDI’s	 ﾠsignal	 ﾠa	 ﾠcertain	 ﾠhorror	 ﾠimplicit	 ﾠin	 ﾠsomething	 ﾠlike	 ﾠthird-ﾭ‐person	 ﾠomniscient	 ﾠnarration	 ﾠor	 ﾠ
a	 ﾠ“God’s-ﾭ‐eye”	 ﾠpoint	 ﾠof	 ﾠview.	 ﾠ	 ﾠOn	 ﾠthe	 ﾠplane	 ﾠSylvanshine	 ﾠis	 ﾠintruded	 ﾠupon	 ﾠby	 ﾠthis:	 ﾠ“Yaw	 ﾠwas	 ﾠ
way	 ﾠin	 ﾠa	 ﾠmirror,	 ﾠit	 ﾠoccurred	 ﾠfor	 ﾠno	 ﾠreason”	 ﾠ(14).	 ﾠ	 ﾠWhat’s	 ﾠspelled	 ﾠout	 ﾠin	 ﾠthis	 ﾠoptical	 ﾠplay	 ﾠis,	 ﾠof	 ﾠ
course,	 ﾠYahweh	 ﾠ(God),	 ﾠand	 ﾠit	 ﾠdoes	 ﾠnot	 ﾠoccur	 ﾠ“for	 ﾠno	 ﾠreason.”	 ﾠ	 ﾠIt	 ﾠheralds	 ﾠor	 ﾠholds	 ﾠout	 ﾠhope	 ﾠ
for	 ﾠsomething	 ﾠlike	 ﾠan	 ﾠorganizing,	 ﾠnegotiating	 ﾠprinciple	 ﾠat	 ﾠwork	 ﾠbehind	 ﾠthe	 ﾠtext.	 ﾠ
	 ﾠ
IV.	 ﾠModel#4:	 ﾠThe	 ﾠFree	 ﾠIndirect	 ﾠWraith	 ﾠin	 ﾠInfinite	 ﾠJest	 ﾠ
	 ﾠ
Perhaps	 ﾠa	 ﾠpre-ﾭ‐cursor	 ﾠto	 ﾠthe	 ﾠSpontaneous	 ﾠData	 ﾠIntrusion	 ﾠModel,	 ﾠboth	 ﾠfor	 ﾠits	 ﾠemphasis	 ﾠon	 ﾠ
perspective	 ﾠand	 ﾠits	 ﾠsudden	 ﾠintrusions	 ﾠof	 ﾠlanguage,	 ﾠis	 ﾠwhat	 ﾠI’m	 ﾠcalling	 ﾠthe	 ﾠFree	 ﾠIndirect	 ﾠ
Wraith	 ﾠmodel.	 ﾠ	 ﾠI	 ﾠdraw	 ﾠthe	 ﾠidea	 ﾠfrom	 ﾠthe	 ﾠextended	 ﾠscene	 ﾠin	 ﾠInfinite	 ﾠJest	 ﾠ(827-ﾭ‐45)	 ﾠinvolving	 ﾠ
Don	 ﾠGately	 ﾠand	 ﾠJames	 ﾠIncandenza’s	 ﾠwraith,	 ﾠwho	 ﾠintroduces	 ﾠhis	 ﾠpredicament	 ﾠthus:	 ﾠ
The	 ﾠwraith	 ﾠcould	 ﾠempathize	 ﾠtotally,	 ﾠit	 ﾠsaid.	 ﾠThe	 ﾠwraith	 ﾠsaid	 ﾠEven	 ﾠa	 ﾠgarden-ﾭ‐variety	 ﾠ
wraith	 ﾠcould	 ﾠmove	 ﾠat	 ﾠthe	 ﾠspeed	 ﾠof	 ﾠquanta	 ﾠand	 ﾠbe	 ﾠanywhere	 ﾠanytime	 ﾠand	 ﾠhear	 ﾠin	 ﾠ
symphonic	 ﾠtoto	 ﾠthe	 ﾠthoughts	 ﾠof	 ﾠanimate	 ﾠmen,	 ﾠbut	 ﾠit	 ﾠcouldn't	 ﾠordinarily	 ﾠaffect	 ﾠ
anybody	 ﾠor	 ﾠanything	 ﾠsolid,	 ﾠand	 ﾠit	 ﾠcould	 ﾠnever	 ﾠspeak	 ﾠright	 ﾠto	 ﾠanybody,	 ﾠa	 ﾠwraith	 ﾠhad	 ﾠ
no	 ﾠout-ﾭ‐loud	 ﾠvoice	 ﾠof	 ﾠits	 ﾠown,	 ﾠand	 ﾠhad	 ﾠto	 ﾠuse	 ﾠsomebody's	 ﾠlike	 ﾠinternal	 ﾠbrain-ﾭ‐voice	 ﾠif	 ﾠit	 ﾠ	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wanted	 ﾠto	 ﾠtry	 ﾠto	 ﾠcommunicate	 ﾠsomething,	 ﾠwhich	 ﾠwas	 ﾠwhy	 ﾠthoughts	 ﾠand	 ﾠinsights	 ﾠthat	 ﾠ
were	 ﾠcoming	 ﾠfrom	 ﾠsome	 ﾠwraith	 ﾠalways	 ﾠjust	 ﾠsound	 ﾠlike	 ﾠyour	 ﾠown	 ﾠthoughts,	 ﾠfrom	 ﾠ
inside	 ﾠyour	 ﾠown	 ﾠhead,	 ﾠif	 ﾠa	 ﾠwraith's	 ﾠtrying	 ﾠto	 ﾠinterface	 ﾠwith	 ﾠyou.	 ﾠThe	 ﾠwraith	 ﾠsays	 ﾠBy	 ﾠ
way	 ﾠof	 ﾠillustration	 ﾠconsider	 ﾠphenomena	 ﾠlike	 ﾠintuition	 ﾠor	 ﾠinspiration	 ﾠor	 ﾠhunches,	 ﾠor	 ﾠ
when	 ﾠsomeone	 ﾠfor	 ﾠinstance	 ﾠsays	 ﾠ'a	 ﾠlittle	 ﾠvoice	 ﾠinside'	 ﾠwas	 ﾠtelling	 ﾠthem	 ﾠsuch-ﾭ‐and-ﾭ‐
such	 ﾠon	 ﾠan	 ﾠintuitive	 ﾠbasis	 ﾠ(831).	 ﾠ
Hence	 ﾠthe	 ﾠwraith’s	 ﾠchoice	 ﾠof	 ﾠGately,	 ﾠcurrently	 ﾠin	 ﾠthe	 ﾠhospital	 ﾠafter	 ﾠbeing	 ﾠshot	 ﾠin	 ﾠthe	 ﾠ
shoulder:	 ﾠlike	 ﾠthe	 ﾠlevitating	 ﾠand	 ﾠhyper-ﾭ‐focused	 ﾠDrinion,	 ﾠGately	 ﾠcurrently	 ﾠhas	 ﾠthe	 ﾠtime	 ﾠto	 ﾠ
hear	 ﾠthe	 ﾠwraith	 ﾠout.	 ﾠ	 ﾠ	 ﾠ
The	 ﾠwraith,	 ﾠfurther,	 ﾠknows	 ﾠthe	 ﾠcommunity-ﾭ‐building	 ﾠpower	 ﾠof	 ﾠempathy,	 ﾠa	 ﾠtechnique	 ﾠ
both	 ﾠhe	 ﾠ(that	 ﾠis,	 ﾠJames	 ﾠIncandenza)	 ﾠand	 ﾠGately	 ﾠlearned	 ﾠin	 ﾠAA:	 ﾠ“Boston	 ﾠAA,	 ﾠwith	 ﾠits	 ﾠemphasis	 ﾠ
on	 ﾠthe	 ﾠGroup,	 ﾠis	 ﾠintensely	 ﾠsocial”	 ﾠ(362).	 ﾠ	 ﾠIts	 ﾠmeetings,	 ﾠparticularly	 ﾠThe	 ﾠWhite	 ﾠFlaggers’,	 ﾠare	 ﾠ
rooted	 ﾠin	 ﾠa	 ﾠregular	 ﾠsharing	 ﾠof	 ﾠbottoming-ﾭ‐out	 ﾠstories	 ﾠand	 ﾠshared	 ﾠperformative	 ﾠlanguage	 ﾠnot	 ﾠ
unlike	 ﾠthat	 ﾠdescribed	 ﾠin	 ﾠthe	 ﾠJargony	 ﾠArgot	 ﾠModel.	 ﾠ	 ﾠSo,	 ﾠfor	 ﾠexample,	 ﾠ“Empathy,	 ﾠin	 ﾠBoston	 ﾠAA,	 ﾠ
is	 ﾠcalled	 ﾠIdentification”	 ﾠ(345);	 ﾠand,	 ﾠ“Only	 ﾠin	 ﾠBoston	 ﾠAA	 ﾠcan	 ﾠyou	 ﾠhear	 ﾠa	 ﾠfifty-ﾭ‐year-ﾭ‐old	 ﾠ
immigrant	 ﾠwax	 ﾠlyrical	 ﾠabout	 ﾠhis	 ﾠfirst	 ﾠsolid	 ﾠbowel	 ﾠmovement	 ﾠin	 ﾠadult	 ﾠlife”	 ﾠ(351).	 ﾠ	 ﾠWhen	 ﾠyou	 ﾠ
hear	 ﾠthat	 ﾠstory	 ﾠyou	 ﾠIdentify	 ﾠwith	 ﾠthe	 ﾠspeaker	 ﾠand,	 ﾠas	 ﾠa	 ﾠcommunity,	 ﾠyou	 ﾠalso	 ﾠIdentify	 ﾠthe	 ﾠ
more	 ﾠpervasive	 ﾠand	 ﾠgeneral	 ﾠthreat	 ﾠunder	 ﾠwhich	 ﾠyou	 ﾠlive:	 ﾠaddiction,	 ﾠmortality.	 ﾠ	 ﾠThe	 ﾠ
paragraphs	 ﾠin	 ﾠthose	 ﾠepisodes	 ﾠalternate	 ﾠbetween	 ﾠrelating	 ﾠthe	 ﾠspeakers’	 ﾠverbatim	 ﾠtestimony	 ﾠ
and	 ﾠGately’s	 ﾠown	 ﾠfree-ﾭ‐indirect	 ﾠreception	 ﾠof	 ﾠthose	 ﾠstories.	 ﾠ	 ﾠThe	 ﾠnarrative	 ﾠvoice	 ﾠweaves	 ﾠthe	 ﾠ
speaker’s	 ﾠwords,	 ﾠGately’s	 ﾠthoughts	 ﾠand	 ﾠthe	 ﾠmore	 ﾠgeneral	 ﾠmood	 ﾠof	 ﾠthe	 ﾠGroup	 ﾠinto	 ﾠa	 ﾠkind	 ﾠof	 ﾠ
choral	 ﾠrefrain,	 ﾠa	 ﾠcall	 ﾠand	 ﾠresponse.	 ﾠ	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In	 ﾠthe	 ﾠepisode	 ﾠwith	 ﾠGately	 ﾠand	 ﾠthe	 ﾠwraith	 ﾠit	 ﾠis	 ﾠsometimes	 ﾠdifficult	 ﾠto	 ﾠuntangle	 ﾠ
Gately’s	 ﾠthoughts	 ﾠfrom	 ﾠeither	 ﾠthe	 ﾠnarrative	 ﾠvoice	 ﾠand	 ﾠthe	 ﾠwraith’s	 ﾠlinguistic	 ﾠintrusions.	 ﾠ	 ﾠ
This	 ﾠis	 ﾠtypical	 ﾠof	 ﾠhow	 ﾠfree	 ﾠindirect	 ﾠstyle	 ﾠworks.	 ﾠ	 ﾠTake,	 ﾠfor	 ﾠinstance,	 ﾠHugh	 ﾠKenner’s	 ﾠrightly	 ﾠ
celebrated	 ﾠexample	 ﾠof	 ﾠthe	 ﾠso-ﾭ‐called	 ﾠUncle	 ﾠCharles	 ﾠPrinciple,	 ﾠfrom	 ﾠJoyce’s	 ﾠ“The	 ﾠDead”:	 ﾠ“Lily,	 ﾠ
the	 ﾠcaretaker’s	 ﾠdaughter,	 ﾠwas	 ﾠliterally	 ﾠrun	 ﾠoff	 ﾠher	 ﾠfeet”	 ﾠ(Kenner	 ﾠJoyce’s	 ﾠ15).	 ﾠ	 ﾠAs	 ﾠKenner	 ﾠ
points	 ﾠout,	 ﾠin	 ﾠthat	 ﾠcontext	 ﾠthe	 ﾠword	 ﾠ“literally”	 ﾠmust	 ﾠcome	 ﾠfrom	 ﾠLily’s	 ﾠvocabulary	 ﾠbecause,	 ﾠ
used	 ﾠin	 ﾠthat	 ﾠway,	 ﾠit	 ﾠdoesn’t	 ﾠmake	 ﾠgrammatical	 ﾠsense.	 ﾠ	 ﾠThe	 ﾠnarrative	 ﾠdips	 ﾠinto	 ﾠher	 ﾠ
consciousness	 ﾠand	 ﾠstanding	 ﾠreservoir	 ﾠof	 ﾠlanguage	 ﾠand	 ﾠdraws	 ﾠout	 ﾠ“literally.”	 ﾠ	 ﾠBut	 ﾠwhere	 ﾠthe	 ﾠ
narrative	 ﾠvoice	 ﾠends	 ﾠand	 ﾠLily’s	 ﾠbegins,	 ﾠor	 ﾠvice	 ﾠversa,	 ﾠis	 ﾠimpossible	 ﾠto	 ﾠtell:	 ﾠwe	 ﾠmight	 ﾠguess	 ﾠ
that	 ﾠthe	 ﾠexplanatory	 ﾠ“caretaker’s	 ﾠdaughter”	 ﾠbelongs	 ﾠsolely	 ﾠto	 ﾠthe	 ﾠthird	 ﾠperson	 ﾠomniscient	 ﾠ
voice,	 ﾠbut	 ﾠwhat	 ﾠabout	 ﾠ“run	 ﾠoff	 ﾠher	 ﾠfeet”?	 ﾠ	 ﾠThe	 ﾠdifficulty	 ﾠhere	 ﾠis	 ﾠsimilar	 ﾠto	 ﾠthat	 ﾠof	 ﾠsorting	 ﾠout	 ﾠ
the	 ﾠwraith’s	 ﾠvoice	 ﾠfrom	 ﾠone’s	 ﾠown,	 ﾠsince	 ﾠa	 ﾠwraith	 ﾠhas	 ﾠto	 ﾠ“use	 ﾠsomebody's	 ﾠlike	 ﾠinternal	 ﾠ
brain-ﾭ‐voice	 ﾠif	 ﾠit	 ﾠwanted	 ﾠto	 ﾠtry	 ﾠto	 ﾠcommunicate	 ﾠsomething.”	 ﾠ	 ﾠThe	 ﾠ“like,”	 ﾠhere,	 ﾠis	 ﾠof	 ﾠcourse	 ﾠ
Gately’s	 ﾠown	 ﾠversion	 ﾠof	 ﾠLily’s	 ﾠ“literally”—but	 ﾠthe	 ﾠrest?	 ﾠ	 ﾠThis	 ﾠblending	 ﾠor	 ﾠentangling	 ﾠof	 ﾠvoice	 ﾠ
is,	 ﾠperhaps,	 ﾠone	 ﾠof	 ﾠthose	 ﾠthirteen	 ﾠmagical	 ﾠthings	 ﾠWallace	 ﾠthinks	 ﾠfiction	 ﾠcan	 ﾠdo.	 ﾠ
There	 ﾠare,	 ﾠnevertheless,	 ﾠa	 ﾠfew	 ﾠclear	 ﾠinstances	 ﾠwhere	 ﾠwe	 ﾠcan	 ﾠquantifiably	 ﾠtrack	 ﾠthe	 ﾠ
wraith’s	 ﾠintrusions	 ﾠinto	 ﾠGately’s	 ﾠmind	 ﾠand	 ﾠthe	 ﾠtext.	 ﾠ	 ﾠIn	 ﾠthe	 ﾠstarkest	 ﾠinstance	 ﾠwe	 ﾠhear	 ﾠthat	 ﾠ
the	 ﾠwraith	 ﾠ“holds	 ﾠone	 ﾠknee	 ﾠto	 ﾠits	 ﾠsunken	 ﾠchest	 ﾠand	 ﾠstarts	 ﾠdoing	 ﾠwhat	 ﾠGately	 ﾠwould	 ﾠknow	 ﾠ
were	 ﾠpirouettes	 ﾠif	 ﾠhe'd	 ﾠever	 ﾠonce	 ﾠbeen	 ﾠexposed	 ﾠto	 ﾠballet,	 ﾠpirouetting	 ﾠfaster	 ﾠand	 ﾠfaster”	 ﾠ
(832).	 ﾠ	 ﾠAt	 ﾠthis	 ﾠpoint	 ﾠthe	 ﾠword	 ﾠpirouette	 ﾠappears	 ﾠto	 ﾠbelong	 ﾠto	 ﾠthe	 ﾠnarrative	 ﾠvoice,	 ﾠan	 ﾠ
intuition	 ﾠreinforced	 ﾠwhen	 ﾠalmost	 ﾠimmediately:	 ﾠ“into	 ﾠGately's	 ﾠpersonal	 ﾠmind,	 ﾠin	 ﾠGately's	 ﾠ
own	 ﾠbrain-ﾭ‐voice	 ﾠbut	 ﾠwith	 ﾠroaring	 ﾠand	 ﾠunwilled	 ﾠforce,	 ﾠcomes	 ﾠthe	 ﾠterm	 ﾠPIROUETTE,	 ﾠin	 ﾠcaps,	 ﾠ
which	 ﾠterm	 ﾠGately	 ﾠknows	 ﾠfor	 ﾠa	 ﾠfact	 ﾠhe	 ﾠdoesn't	 ﾠhave	 ﾠany	 ﾠidea	 ﾠwhat	 ﾠit	 ﾠmeans	 ﾠand	 ﾠno	 ﾠreason	 ﾠ	 ﾠ 24	 ﾠ
to	 ﾠbe	 ﾠthinking	 ﾠit	 ﾠwith	 ﾠroaring	 ﾠforce,	 ﾠso	 ﾠthe	 ﾠsensation	 ﾠis	 ﾠnot	 ﾠonly	 ﾠcreepy	 ﾠbut	 ﾠsomehow	 ﾠ
violating,	 ﾠa	 ﾠsort	 ﾠof	 ﾠlexical	 ﾠrape”	 ﾠ(832).	 ﾠ	 ﾠ“Lexical	 ﾠrape,”	 ﾠof	 ﾠcourse,	 ﾠis	 ﾠno	 ﾠmore	 ﾠin	 ﾠGately’s	 ﾠ
wordbank	 ﾠthan	 ﾠ“pirouette,”	 ﾠbut	 ﾠthe	 ﾠbasic	 ﾠidea	 ﾠof	 ﾠit	 ﾠis	 ﾠraised	 ﾠin	 ﾠhigh	 ﾠschool	 ﾠclasses	 ﾠacross	 ﾠthe	 ﾠ
country	 ﾠevery	 ﾠday:	 ﾠcharacters	 ﾠwouldn’t	 ﾠtalk	 ﾠlike	 ﾠthat;	 ﾠthat’s	 ﾠjust	 ﾠthe	 ﾠauthor	 ﾠtalking.	 ﾠ	 ﾠIn	 ﾠa	 ﾠ
writer	 ﾠlike	 ﾠJane	 ﾠAusten,	 ﾠwhere	 ﾠthere	 ﾠis	 ﾠclear	 ﾠnarrative	 ﾠframing	 ﾠand	 ﾠa	 ﾠrelative	 ﾠuniformity	 ﾠin	 ﾠ
spoken	 ﾠlanguage,	 ﾠwe	 ﾠcan	 ﾠexplain—to	 ﾠthe	 ﾠstudents’	 ﾠsatisfaction	 ﾠor	 ﾠnot—why	 ﾠthat	 ﾠis	 ﾠso.	 ﾠ	 ﾠIn	 ﾠa	 ﾠ
work	 ﾠlike	 ﾠInfinite	 ﾠJest,	 ﾠwhere	 ﾠwe	 ﾠso	 ﾠoften	 ﾠhave	 ﾠto	 ﾠrely	 ﾠon	 ﾠthe	 ﾠvagaries	 ﾠof	 ﾠvoice	 ﾠsimply	 ﾠto	 ﾠ
identify	 ﾠwho	 ﾠis	 ﾠsaying	 ﾠor	 ﾠdoing	 ﾠwhat,	 ﾠthe	 ﾠmatter	 ﾠis	 ﾠobviously	 ﾠmore	 ﾠurgent.	 ﾠ	 ﾠThe	 ﾠscene	 ﾠwith	 ﾠ
the	 ﾠwraith	 ﾠis,	 ﾠindeed,	 ﾠsomething	 ﾠof	 ﾠan	 ﾠinterrogation	 ﾠof	 ﾠthe	 ﾠethics	 ﾠinvolved	 ﾠin	 ﾠnarrating	 ﾠa	 ﾠ
character’s—or,	 ﾠmore	 ﾠstrongly,	 ﾠsomeone	 ﾠelse’s—experience.11	 ﾠ
After	 ﾠPIROUETTE,	 ﾠthe	 ﾠrate	 ﾠof	 ﾠlexical	 ﾠintrusion	 ﾠdramatically	 ﾠaccelerates	 ﾠas	 ﾠthe	 ﾠwraith	 ﾠ
begins	 ﾠcommunicating	 ﾠat	 ﾠsomething	 ﾠcloser	 ﾠto	 ﾠhis	 ﾠnatural	 ﾠpace	 ﾠ(which	 ﾠseems	 ﾠto	 ﾠbe	 ﾠroughly	 ﾠa	 ﾠ
few	 ﾠthousand	 ﾠtimes	 ﾠfaster	 ﾠthan	 ﾠregular,	 ﾠhuman	 ﾠtime):	 ﾠ
Other	 ﾠterms	 ﾠand	 ﾠwords	 ﾠGately	 ﾠknows	 ﾠhe	 ﾠdoesn't	 ﾠknow	 ﾠfrom	 ﾠa	 ﾠdivot	 ﾠin	 ﾠthe	 ﾠsod	 ﾠnow	 ﾠ
come	 ﾠcrashing	 ﾠthrough	 ﾠhis	 ﾠhead	 ﾠwith	 ﾠthe	 ﾠsame	 ﾠghastly	 ﾠintrusive	 ﾠforce,	 ﾠe.g.	 ﾠACCIAC-ﾭ‐
CATURA	 ﾠand	 ﾠALEMBIC,	 ﾠLATRODECTUS	 ﾠMACTANS	 ﾠand	 ﾠNEUTRAL	 ﾠDENSITY	 ﾠPOINT,	 ﾠ
CHIAROSCURO	 ﾠand	 ﾠPROPRIOCEPTION	 ﾠand	 ﾠTESTUDO	 ﾠand	 ﾠANNULATE	 ﾠand	 ﾠ
BRICOLAGE	 ﾠand	 ﾠCATALEPT	 ﾠand	 ﾠGERRYMANDER	 ﾠand	 ﾠSCOPOPHILIA	 ﾠand	 ﾠLAERTES	 ﾠ
—	 ﾠand	 ﾠall	 ﾠof	 ﾠa	 ﾠsudden	 ﾠit	 ﾠoccurs	 ﾠto	 ﾠGately	 ﾠthe	 ﾠaforethought	 ﾠEXTRUDING,	 ﾠSTRIGIL	 ﾠand	 ﾠ
LEXICAL	 ﾠthemselves	 ﾠ—	 ﾠand	 ﾠLORDOSIS	 ﾠand	 ﾠIMPOST	 ﾠand	 ﾠSINISTRAL	 ﾠand	 ﾠMENISCUS	 ﾠ
and	 ﾠCHRONAXY	 ﾠand	 ﾠPOOR	 ﾠYORICK	 ﾠand	 ﾠLUCULUS	 ﾠand	 ﾠCERISE	 ﾠMONTCLAIR	 ﾠand	 ﾠthen	 ﾠ
DE	 ﾠSICA	 ﾠNEO-ﾭ‐REAL	 ﾠCRANE	 ﾠDOLLY	 ﾠand	 ﾠCIRCUMAMBIENTFOUNDDRAMALEVIRAT-ﾭ‐	 ﾠ
EMARRIAGE	 ﾠand	 ﾠthen	 ﾠmore	 ﾠlexical	 ﾠterms	 ﾠand	 ﾠwords	 ﾠspeeding	 ﾠup	 ﾠto	 ﾠchipmunkish	 ﾠ	 ﾠ 25	 ﾠ
and	 ﾠthen	 ﾠHELIATED	 ﾠand	 ﾠthen	 ﾠall	 ﾠthe	 ﾠway	 ﾠup	 ﾠto	 ﾠa	 ﾠsound	 ﾠlike	 ﾠa	 ﾠmosquito	 ﾠon	 ﾠspeed,	 ﾠ
and	 ﾠGately	 ﾠtries	 ﾠto	 ﾠclutch	 ﾠboth	 ﾠhis	 ﾠtemples	 ﾠwith	 ﾠone	 ﾠhand	 ﾠand	 ﾠscream,	 ﾠbut	 ﾠnothing	 ﾠ
comes	 ﾠout	 ﾠ(832).	 ﾠ
The	 ﾠterms	 ﾠare,	 ﾠof	 ﾠcourse,	 ﾠstraight	 ﾠfrom	 ﾠJames	 ﾠIncandenza’s	 ﾠprivate	 ﾠstash.	 ﾠ	 ﾠBut	 ﾠit	 ﾠalso	 ﾠturns	 ﾠ
out	 ﾠthat	 ﾠthe	 ﾠwraith	 ﾠhad	 ﾠbeen	 ﾠinhabiting	 ﾠand	 ﾠtranslating	 ﾠGately’s	 ﾠbrain-ﾭ‐voice	 ﾠeven	 ﾠbefore	 ﾠthe	 ﾠ
intrusion	 ﾠof	 ﾠthe	 ﾠterms	 ﾠ“in	 ﾠcaps”:	 ﾠ“the	 ﾠaforethought	 ﾠEXTRUDING,	 ﾠSTRIGIL	 ﾠand	 ﾠLEXICAL	 ﾠ
themselves”	 ﾠhad	 ﾠslipped	 ﾠin	 ﾠunannounced,	 ﾠin	 ﾠlower	 ﾠcase.	 ﾠ	 ﾠAnd	 ﾠso—in	 ﾠthis	 ﾠepisode,	 ﾠmaybe	 ﾠ
even	 ﾠthe	 ﾠnovel	 ﾠmore	 ﾠgenerally—we	 ﾠare	 ﾠleft	 ﾠwith	 ﾠthe	 ﾠfollowing	 ﾠpuzzle:	 ﾠwhat	 ﾠexactly	 ﾠis	 ﾠthe	 ﾠ
relationship	 ﾠbetween	 ﾠGately’s	 ﾠthoughts,	 ﾠthe	 ﾠwraith’s	 ﾠcommuniqués,	 ﾠand	 ﾠthe	 ﾠprinted	 ﾠword?	 ﾠ	 ﾠ
The	 ﾠproblem	 ﾠof	 ﾠcapitalization	 ﾠextends	 ﾠbeyond	 ﾠthe	 ﾠwords	 ﾠin	 ﾠall	 ﾠcaps	 ﾠto	 ﾠinstances	 ﾠlike:	 ﾠ“The	 ﾠ
wraith	 ﾠsays	 ﾠJust	 ﾠto	 ﾠgive	 ﾠGately	 ﾠan	 ﾠidea,	 ﾠhe,	 ﾠthe	 ﾠwraith,	 ﾠin	 ﾠorder	 ﾠto	 ﾠappear	 ﾠas	 ﾠvisible	 ﾠand	 ﾠ
interface	 ﾠwith	 ﾠhim,	 ﾠGately,	 ﾠhe,	 ﾠthe	 ﾠwraith,	 ﾠhas	 ﾠbeen	 ﾠsitting,	 ﾠstill	 ﾠas	 ﾠa	 ﾠroot,	 ﾠin	 ﾠthe	 ﾠchair	 ﾠby	 ﾠ
Gately's	 ﾠbedside	 ﾠfor	 ﾠthe	 ﾠwraith-ﾭ‐equivalent	 ﾠof	 ﾠthree	 ﾠweeks,	 ﾠwhich	 ﾠGately	 ﾠcan't	 ﾠeven	 ﾠ
imagine.”	 ﾠ(836).	 ﾠ	 ﾠThe	 ﾠmarked	 ﾠbreak	 ﾠbetween	 ﾠ“The	 ﾠwraith	 ﾠsays”	 ﾠand	 ﾠwhat	 ﾠthe	 ﾠwraith	 ﾠ
reportedly	 ﾠsays	 ﾠis	 ﾠsupremely	 ﾠpuzzling,	 ﾠdue	 ﾠin	 ﾠpart	 ﾠto	 ﾠthe	 ﾠalmost	 ﾠparodic	 ﾠplay	 ﾠof	 ﾠpronouns.	 ﾠ	 ﾠ
In	 ﾠsome	 ﾠsense	 ﾠthe	 ﾠclarifications	 ﾠdenote	 ﾠthe	 ﾠblurring	 ﾠof	 ﾠidentity	 ﾠbetween	 ﾠGately	 ﾠand	 ﾠthe	 ﾠ
wraith,	 ﾠand	 ﾠyet	 ﾠwe	 ﾠare	 ﾠstill	 ﾠleft	 ﾠwondering	 ﾠwhat	 ﾠexactly	 ﾠthe	 ﾠwraith	 ﾠ“says”	 ﾠto	 ﾠ/	 ﾠthrough	 ﾠ
Gately.	 ﾠ
	 ﾠ Deeper	 ﾠinto	 ﾠthe	 ﾠconversation	 ﾠwe	 ﾠat	 ﾠleast	 ﾠlearn	 ﾠwhy	 ﾠthe	 ﾠwraith	 ﾠis	 ﾠinterfacing	 ﾠwith	 ﾠ
Gately	 ﾠat	 ﾠall:	 ﾠto	 ﾠcommunicate,	 ﾠin	 ﾠsome	 ﾠway	 ﾠand	 ﾠat	 ﾠsome	 ﾠtime,	 ﾠperhaps	 ﾠindirectly,	 ﾠwith	 ﾠHal.	 ﾠ
The	 ﾠwraith,	 ﾠfor	 ﾠexample,	 ﾠrelates	 ﾠthat	 ﾠ“he	 ﾠ[the	 ﾠwraith]	 ﾠspent	 ﾠthe	 ﾠwhole	 ﾠsober	 ﾠlast	 ﾠninety	 ﾠ
days	 ﾠof	 ﾠhis	 ﾠanimate	 ﾠlife	 ﾠworking	 ﾠtirelessly	 ﾠto	 ﾠcontrive	 ﾠa	 ﾠmedium	 ﾠvia	 ﾠwhich	 ﾠhe	 ﾠand	 ﾠthe	 ﾠmuted	 ﾠ
son	 ﾠcould	 ﾠsimply	 ﾠconverse…	 ﾠA	 ﾠway	 ﾠto	 ﾠsay	 ﾠI	 ﾠAM	 ﾠSO	 ﾠVERY,	 ﾠVERY	 ﾠSORRY	 ﾠand	 ﾠhave	 ﾠit	 ﾠheard”	 ﾠ	 ﾠ 26	 ﾠ
(838-ﾭ‐9).	 ﾠ	 ﾠThat	 ﾠmedium	 ﾠis	 ﾠundeniably	 ﾠInfinite	 ﾠJest	 ﾠ(the	 ﾠcartridge),	 ﾠa	 ﾠsustained—if	 ﾠvexed—
allegory	 ﾠfor	 ﾠInfinite	 ﾠJest	 ﾠ(the	 ﾠnovel).	 ﾠ	 ﾠThe	 ﾠproblem,	 ﾠhowever,	 ﾠis	 ﾠthat	 ﾠif	 ﾠthe	 ﾠwraith’s	 ﾠfear	 ﾠis	 ﾠnot	 ﾠ
being	 ﾠheard	 ﾠby	 ﾠa	 ﾠmute	 ﾠinterlocutor	 ﾠwhom	 ﾠhe	 ﾠloves,	 ﾠHal	 ﾠnevertheless	 ﾠends	 ﾠup	 ﾠutterly	 ﾠunable	 ﾠ
to	 ﾠcommunicate	 ﾠwith	 ﾠanyone	 ﾠ(save,	 ﾠnot	 ﾠunproblematically,	 ﾠfor	 ﾠthose	 ﾠreading	 ﾠhis	 ﾠstory).	 ﾠ	 ﾠSo	 ﾠ
the	 ﾠquestion	 ﾠstands:	 ﾠto	 ﾠwhat	 ﾠdegree	 ﾠdo	 ﾠHal	 ﾠand	 ﾠJames	 ﾠcommunicate	 ﾠin	 ﾠthe	 ﾠnovel?	 ﾠ	 ﾠPerhaps	 ﾠ
no	 ﾠstraight	 ﾠanswer	 ﾠcan	 ﾠbe	 ﾠgiven,	 ﾠbut	 ﾠa	 ﾠplace	 ﾠto	 ﾠbegin	 ﾠlooking	 ﾠis	 ﾠwith	 ﾠJames’s	 ﾠpeculiarly	 ﾠ
worded	 ﾠplan.	 ﾠ	 ﾠ“To	 ﾠcontrive	 ﾠa	 ﾠmedium”	 ﾠshould	 ﾠbe	 ﾠunderstood	 ﾠin	 ﾠtwo	 ﾠways:	 ﾠ1)	 ﾠas	 ﾠboth	 ﾠ
inventing	 ﾠa	 ﾠform	 ﾠ(such	 ﾠas	 ﾠa	 ﾠfilming	 ﾠtechnique,	 ﾠor	 ﾠa	 ﾠkind	 ﾠof	 ﾠnovel)	 ﾠto	 ﾠeffect	 ﾠa	 ﾠplan;	 ﾠ2)	 ﾠand	 ﾠ
also	 ﾠof	 ﾠfinding	 ﾠor	 ﾠwaking	 ﾠor	 ﾠdisturbing	 ﾠor	 ﾠstirring	 ﾠup	 ﾠ(Latin,	 ﾠturbare)	 ﾠsomeone	 ﾠwho	 ﾠcould	 ﾠ
communicate	 ﾠfor	 ﾠyou	 ﾠ(as	 ﾠin	 ﾠthe	 ﾠoccult	 ﾠsense	 ﾠof	 ﾠmedium).	 ﾠ	 ﾠGately—who	 ﾠis	 ﾠfound	 ﾠ/	 ﾠdisturbed	 ﾠ
/	 ﾠwoken	 ﾠup	 ﾠby	 ﾠthe	 ﾠwraith	 ﾠand	 ﾠeventually	 ﾠmeets	 ﾠ“the	 ﾠmuted	 ﾠson,”	 ﾠas	 ﾠwe	 ﾠknow	 ﾠfrom	 ﾠHal’s	 ﾠ
initial	 ﾠmonologue	 ﾠ(17)—becomes	 ﾠa	 ﾠmedium	 ﾠin	 ﾠthis	 ﾠsecond	 ﾠsense.	 ﾠ	 ﾠ	 ﾠ
After	 ﾠthe	 ﾠoriginal	 ﾠencounter	 ﾠwith	 ﾠthe	 ﾠwraith	 ﾠwe	 ﾠcome	 ﾠacross	 ﾠa	 ﾠfairly	 ﾠodd	 ﾠscene	 ﾠ
involving	 ﾠDon	 ﾠGately	 ﾠadmiring	 ﾠan	 ﾠattractive	 ﾠnurse:	 ﾠ“And	 ﾠthen	 ﾠwhen	 ﾠshe	 ﾠreaches	 ﾠway	 ﾠup	 ﾠto	 ﾠ
unscrew	 ﾠa	 ﾠbolt	 ﾠin	 ﾠsome	 ﾠkind	 ﾠof	 ﾠsteelish	 ﾠplate	 ﾠon	 ﾠthe	 ﾠwall	 ﾠover	 ﾠthe	 ﾠempty	 ﾠbed	 ﾠthe	 ﾠlike	 ﾠ
hemline	 ﾠof	 ﾠher	 ﾠuniform	 ﾠretreats	 ﾠup	 ﾠnorth	 ﾠso	 ﾠthat	 ﾠthe	 ﾠwhite	 ﾠstockings'	 ﾠrich	 ﾠviolinish	 ﾠcurves	 ﾠ
at	 ﾠthe	 ﾠtop	 ﾠof	 ﾠthe	 ﾠinsides	 ﾠof	 ﾠher	 ﾠlegs	 ﾠin	 ﾠthe	 ﾠwhite	 ﾠLISLE	 ﾠare	 ﾠvisible	 ﾠin	 ﾠbacklit	 ﾠsilhouette,	 ﾠand	 ﾠ
an	 ﾠEMBRASURE	 ﾠof	 ﾠsad	 ﾠwindowlight	 ﾠshines	 ﾠthrough	 ﾠher	 ﾠlegs”	 ﾠ(919).	 ﾠ	 ﾠGiven	 ﾠthe	 ﾠnarrative	 ﾠ
and	 ﾠtypological	 ﾠtechnique	 ﾠfrom	 ﾠthe	 ﾠfirst	 ﾠencounter,	 ﾠLISLE	 ﾠ(a	 ﾠkind	 ﾠof	 ﾠlacy	 ﾠfabric)	 ﾠand	 ﾠ
EMBRASURE	 ﾠ(a	 ﾠbeveled	 ﾠwindow,	 ﾠas	 ﾠin	 ﾠa	 ﾠcastle)	 ﾠare	 ﾠstraight	 ﾠfrom	 ﾠthe	 ﾠwraith.	 ﾠ	 ﾠOn	 ﾠthe	 ﾠnext	 ﾠ
page	 ﾠwe	 ﾠget	 ﾠthe	 ﾠfree	 ﾠindirect	 ﾠstatement	 ﾠthat,	 ﾠw/r/t	 ﾠthe	 ﾠnurse	 ﾠand	 ﾠMD’s	 ﾠrelationship,	 ﾠ“It'd	 ﾠbe	 ﾠ
CIRCUMAMBIENT	 ﾠsexual	 ﾠtension,	 ﾠwould	 ﾠbe	 ﾠthe	 ﾠghostword”	 ﾠ(920).	 ﾠ	 ﾠWould	 ﾠit	 ﾠbe	 ﾠthe	 ﾠ
ghostword,	 ﾠor	 ﾠis	 ﾠit	 ﾠthe	 ﾠghostword?	 ﾠ	 ﾠThat	 ﾠis,	 ﾠis	 ﾠGately	 ﾠrecalling	 ﾠit	 ﾠor	 ﾠis	 ﾠthe	 ﾠwraith	 ﾠslipping	 ﾠit	 ﾠ	 ﾠ 27	 ﾠ
into	 ﾠhis	 ﾠbrain-ﾭ‐voice?	 ﾠ	 ﾠA	 ﾠperhaps	 ﾠmore	 ﾠunsettling	 ﾠobservation	 ﾠinvolves	 ﾠGately’s	 ﾠcareful	 ﾠ
attention	 ﾠto	 ﾠlight	 ﾠthroughout	 ﾠthe	 ﾠscene,	 ﾠas	 ﾠthough	 ﾠhe	 ﾠwere	 ﾠabsorbing	 ﾠnot	 ﾠmerely	 ﾠthe	 ﾠ
wraith’s	 ﾠvocabularies	 ﾠbut	 ﾠalso	 ﾠhis	 ﾠsensibilities;	 ﾠIncandenza	 ﾠhad	 ﾠbeen,	 ﾠafter	 ﾠall,	 ﾠan	 ﾠoptical	 ﾠ
physicist	 ﾠand	 ﾠfilm	 ﾠmaker.	 ﾠ	 ﾠIndeed,	 ﾠthe	 ﾠword	 ﾠLISLE	 ﾠpoints	 ﾠto	 ﾠan	 ﾠuncanny	 ﾠscatter	 ﾠof	 ﾠlikely	 ﾠ
referents:	 ﾠthe	 ﾠnurse’s	 ﾠskirt;	 ﾠLyle	 ﾠ(Himself’s	 ﾠfriend	 ﾠand	 ﾠapparently	 ﾠpossessing	 ﾠwraith-ﾭ‐like	 ﾠ
abilities);	 ﾠand	 ﾠalso	 ﾠL’Islet	 ﾠProvince,	 ﾠwhere	 ﾠHal,	 ﾠGately	 ﾠand	 ﾠJohn	 ﾠWayne	 ﾠpresumably	 ﾠdig	 ﾠup	 ﾠ
Himself’s	 ﾠinterred	 ﾠhead	 ﾠ(17,	 ﾠ907).	 ﾠ	 ﾠThe	 ﾠwraith,	 ﾠthe	 ﾠmover	 ﾠof	 ﾠfurniture,	 ﾠat	 ﾠtimes	 ﾠcomes	 ﾠto	 ﾠ
blend	 ﾠwith	 ﾠwhat	 ﾠHugh	 ﾠKenner	 ﾠhas	 ﾠdubbed	 ﾠthe	 ﾠArranger,	 ﾠan	 ﾠinhuman	 ﾠvoice	 ﾠwhich	 ﾠallows	 ﾠ
“details…	 ﾠto	 ﾠfind	 ﾠtheir	 ﾠway	 ﾠon	 ﾠto	 ﾠthe	 ﾠpage	 ﾠwithout	 ﾠregard	 ﾠfor	 ﾠthe	 ﾠconsciousness	 ﾠof	 ﾠanyone	 ﾠ
present.”	 ﾠThe	 ﾠArranger	 ﾠwould,	 ﾠlike	 ﾠHal,	 ﾠtest	 ﾠat	 ﾠ“Whatever’s	 ﾠBeyond	 ﾠEidetic”:	 ﾠit	 ﾠ“enjoys	 ﾠa	 ﾠ
seemingly	 ﾠtotal	 ﾠrecall	 ﾠfor	 ﾠexact	 ﾠforms	 ﾠof	 ﾠwords	 ﾠused	 ﾠhundreds	 ﾠof	 ﾠpages	 ﾠearlier,	 ﾠa	 ﾠrecall	 ﾠ
which	 ﾠimplies	 ﾠnot	 ﾠan	 ﾠoperation	 ﾠof	 ﾠmemory	 ﾠbut	 ﾠan	 ﾠaccess	 ﾠsuch	 ﾠas	 ﾠours	 ﾠto	 ﾠa	 ﾠprinted	 ﾠbook,	 ﾠin	 ﾠ
which	 ﾠpages	 ﾠcan	 ﾠbe	 ﾠturned	 ﾠto	 ﾠand	 ﾠfro”	 ﾠ(Kenner	 ﾠUlysses	 ﾠ64-ﾭ‐5).	 ﾠ
	 ﾠ
	 ﾠ
V.	 ﾠConclusion:	 ﾠSomewhere	 ﾠBeyond	 ﾠthe	 ﾠRight	 ﾠFrame	 ﾠ	 ﾠ
	 ﾠ
What	 ﾠdoes	 ﾠthe	 ﾠFree	 ﾠIndirect	 ﾠWraith	 ﾠModel	 ﾠbring	 ﾠto	 ﾠbear	 ﾠon	 ﾠthe	 ﾠrelationship	 ﾠbetween	 ﾠ
narrative	 ﾠand	 ﾠcommunity	 ﾠthat	 ﾠthis	 ﾠessay	 ﾠhas	 ﾠbeen	 ﾠdrawing	 ﾠout?	 ﾠ	 ﾠAn	 ﾠanswer	 ﾠmight	 ﾠbe	 ﾠfound	 ﾠ
in	 ﾠthe	 ﾠwraith’s	 ﾠdescription	 ﾠof	 ﾠone	 ﾠof	 ﾠhis	 ﾠreason’s	 ﾠfor	 ﾠmaking	 ﾠfilms:	 ﾠto	 ﾠdepict	 ﾠ“real	 ﾠlife's	 ﾠreal	 ﾠ
egalitarian	 ﾠbabble	 ﾠof	 ﾠfigurantless	 ﾠcrowds,	 ﾠof	 ﾠthe	 ﾠanimate	 ﾠworld's	 ﾠreal	 ﾠagora,	 ﾠthe	 ﾠbabble	 ﾠof	 ﾠ
crowds	 ﾠevery	 ﾠmember	 ﾠof	 ﾠwhich	 ﾠwas	 ﾠthe	 ﾠcentral	 ﾠand	 ﾠarticulate	 ﾠprotagonist	 ﾠof	 ﾠhis	 ﾠown	 ﾠ
entertainment”	 ﾠ(835-ﾭ‐6).	 ﾠ	 ﾠThis	 ﾠ“radical	 ﾠrealism”	 ﾠ(836),	 ﾠas	 ﾠTom	 ﾠLeClair	 ﾠhas	 ﾠargued,	 ﾠis	 ﾠ
obviously	 ﾠallegorical	 ﾠfor	 ﾠthe	 ﾠnovel’s	 ﾠown	 ﾠproject	 ﾠof	 ﾠgiving	 ﾠvoice	 ﾠto	 ﾠ“figurants”—background	 ﾠ
characters—who	 ﾠwould	 ﾠotherwise	 ﾠmerely	 ﾠbe	 ﾠattendant	 ﾠupon	 ﾠthe	 ﾠprotagonists’	 ﾠforeground	 ﾠ	 ﾠ 28	 ﾠ
(LeClair	 ﾠ36).	 ﾠ	 ﾠIt’s	 ﾠan	 ﾠattempt	 ﾠto	 ﾠreorganize	 ﾠpolitics	 ﾠthrough	 ﾠformal	 ﾠtechnique	 ﾠand	 ﾠits	 ﾠ
ultimate	 ﾠsource	 ﾠof	 ﾠtension	 ﾠis	 ﾠwhat	 ﾠAlex	 ﾠWoloch	 ﾠhas	 ﾠcalled	 ﾠthe	 ﾠcharacter-ﾭsystem:	 ﾠ“how	 ﾠthe	 ﾠ
discrete	 ﾠrepresentation	 ﾠof	 ﾠany	 ﾠspecific	 ﾠindividual	 ﾠis	 ﾠintertwined	 ﾠwith	 ﾠthe	 ﾠnarrative’s	 ﾠ
continual	 ﾠapportioning	 ﾠof	 ﾠattention	 ﾠto	 ﾠdifferent	 ﾠcharacters	 ﾠwho	 ﾠjostle	 ﾠfor	 ﾠlimited	 ﾠspace	 ﾠ
within	 ﾠthe	 ﾠsame	 ﾠfictional	 ﾠuniverse”	 ﾠ(Woloch	 ﾠ13).	 ﾠ	 ﾠI	 ﾠdo	 ﾠnot	 ﾠthink,	 ﾠhowever,	 ﾠthat	 ﾠIncandenza	 ﾠ
(or,	 ﾠby	 ﾠanalogy,	 ﾠWallace)	 ﾠwants	 ﾠto	 ﾠobliterate	 ﾠthat	 ﾠtension:	 ﾠthe	 ﾠintertwining	 ﾠof	 ﾠcharacters’	 ﾠ
lives,	 ﾠtheir	 ﾠjostling	 ﾠfor	 ﾠposition	 ﾠin	 ﾠcharacter-ﾭspace.	 ﾠ	 ﾠIt	 ﾠis,	 ﾠin	 ﾠfact,	 ﾠwhat	 ﾠHimself’s	 ﾠcamera	 ﾠ
records:	 ﾠ“the	 ﾠunfiltered	 ﾠbabble	 ﾠof	 ﾠthe	 ﾠperipheral	 ﾠcrowd”	 ﾠ(836)	 ﾠand,	 ﾠof	 ﾠequal	 ﾠimportance,	 ﾠ
the	 ﾠviewer’s	 ﾠstruggle	 ﾠto	 ﾠarrange	 ﾠit	 ﾠinto	 ﾠa	 ﾠnarrative	 ﾠwhole.	 ﾠ	 ﾠReturning	 ﾠto	 ﾠthe	 ﾠnovel,	 ﾠwe	 ﾠmight	 ﾠ
say	 ﾠthat	 ﾠits	 ﾠcharacters	 ﾠtherefore	 ﾠstruggle	 ﾠnot	 ﾠmerely	 ﾠagainst	 ﾠone	 ﾠanother	 ﾠbut,	 ﾠmore	 ﾠ
generally,	 ﾠagainst	 ﾠits	 ﾠnarrative	 ﾠstructure	 ﾠeven	 ﾠas	 ﾠthat	 ﾠstructure	 ﾠstruggles	 ﾠto	 ﾠencompass	 ﾠ
them.	 ﾠ	 ﾠA	 ﾠcharged	 ﾠexample	 ﾠmight	 ﾠinvolve	 ﾠthe—violent	 ﾠand	 ﾠperhaps	 ﾠoverwrought—
convergence	 ﾠof	 ﾠminor	 ﾠcharacters	 ﾠ(Poor	 ﾠTony,	 ﾠRuth	 ﾠvan	 ﾠCleve,	 ﾠKate	 ﾠGompert,	 ﾠLenz,	 ﾠMatty	 ﾠ
Pemulis,	 ﾠ&c)	 ﾠthat	 ﾠprefigures	 ﾠand	 ﾠmodels	 ﾠthe	 ﾠunrecorded	 ﾠconvergence	 ﾠof	 ﾠHal	 ﾠand	 ﾠGately.	 ﾠ	 ﾠIt	 ﾠ
is,	 ﾠin	 ﾠshort,	 ﾠa	 ﾠmodel	 ﾠof	 ﾠnarration	 ﾠthat	 ﾠperpetually	 ﾠworks	 ﾠto	 ﾠcreate	 ﾠand	 ﾠundo	 ﾠcommunity.	 ﾠ	 ﾠIn	 ﾠ
Nancy’s	 ﾠwords,	 ﾠthe	 ﾠ“practice	 ﾠof	 ﾠsharing	 ﾠvoices	 ﾠand	 ﾠof	 ﾠan	 ﾠarticulation	 ﾠaccording	 ﾠto	 ﾠwhich	 ﾠ
there	 ﾠis	 ﾠno	 ﾠsingularity	 ﾠbut	 ﾠthat	 ﾠexposed	 ﾠin	 ﾠcommon,	 ﾠand	 ﾠno	 ﾠcommunity	 ﾠbut	 ﾠthat	 ﾠoffered	 ﾠto	 ﾠ
the	 ﾠlimit	 ﾠof	 ﾠsingularities…	 ﾠcommunity,	 ﾠin	 ﾠits	 ﾠinfinite	 ﾠresistance	 ﾠto	 ﾠeverything	 ﾠthat	 ﾠwould	 ﾠ
bring	 ﾠit	 ﾠto	 ﾠcompletion”	 ﾠ(Nancy	 ﾠ80-ﾭ‐1).	 ﾠ
Wallace’s	 ﾠnarrative	 ﾠmodels—Contracted	 ﾠRealism,	 ﾠJargony	 ﾠArgot,	 ﾠSDI’s,	 ﾠthe	 ﾠFree	 ﾠ
Indirect	 ﾠWraith—should	 ﾠalso	 ﾠstand	 ﾠin	 ﾠperpetual	 ﾠtension	 ﾠwith	 ﾠone	 ﾠanother,	 ﾠand	 ﾠwith	 ﾠother	 ﾠ
possible	 ﾠmodels.	 ﾠ	 ﾠAlone,	 ﾠoverlapping,	 ﾠor	 ﾠin	 ﾠconcert	 ﾠthey	 ﾠcan	 ﾠnever	 ﾠ“complete”	 ﾠInfinite	 ﾠJest	 ﾠor	 ﾠ
Pale	 ﾠKing.	 ﾠ	 ﾠIt	 ﾠwould	 ﾠbe	 ﾠsimilarly	 ﾠnaïve	 ﾠto	 ﾠexplain	 ﾠthe	 ﾠmodels’	 ﾠexistence	 ﾠvia	 ﾠa	 ﾠsimple	 ﾠappeal	 ﾠ	 ﾠ 29	 ﾠ
to	 ﾠthe	 ﾠharmonizing	 ﾠvirtues	 ﾠof	 ﾠ“community.”	 ﾠ	 ﾠThe	 ﾠcommunities	 ﾠin	 ﾠWallace’s	 ﾠfictions	 ﾠare	 ﾠnot	 ﾠ
all	 ﾠgood,	 ﾠand	 ﾠnearly	 ﾠevery	 ﾠone	 ﾠof	 ﾠthem	 ﾠexists	 ﾠonly	 ﾠin	 ﾠrelation	 ﾠto	 ﾠthe	 ﾠthreat	 ﾠof	 ﾠvast,	 ﾠ
compounded	 ﾠcatastrophe:	 ﾠaddiction,	 ﾠcollapsing	 ﾠecologies,	 ﾠdeath,	 ﾠloneliness,	 ﾠunchecked	 ﾠ
mechanization,	 ﾠeliminating	 ﾠone’s	 ﾠown	 ﾠmap.	 ﾠ	 ﾠPale	 ﾠKing	 ﾠand	 ﾠInfinite	 ﾠJest	 ﾠaren’t	 ﾠthemselves	 ﾠ
communities;	 ﾠthey	 ﾠare	 ﾠgestures	 ﾠto	 ﾠcommunity,	 ﾠand	 ﾠto	 ﾠits	 ﾠlimits.	 ﾠ
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 ﾠ
NOTES	 ﾠ
1	 ﾠWe	 ﾠsee	 ﾠthis	 ﾠin,	 ﾠsay,	 ﾠthe	 ﾠfirst	 ﾠ“Author	 ﾠHere”	 ﾠsection:	 ﾠ“I	 ﾠam	 ﾠreasonably	 ﾠsure	 ﾠthat	 ﾠI	 ﾠam	 ﾠthe	 ﾠonly	 ﾠliving	 ﾠAmerican	 ﾠ
who’s	 ﾠactually	 ﾠread	 ﾠall	 ﾠthese	 ﾠarchives	 ﾠall	 ﾠthe	 ﾠway	 ﾠthrough.	 ﾠI’m	 ﾠnot	 ﾠsure	 ﾠI	 ﾠcan	 ﾠexplain	 ﾠhow	 ﾠI	 ﾠdid	 ﾠit”	 ﾠ(PK	 ﾠ84	 ﾠn25).	 ﾠ
2	 ﾠPerhaps	 ﾠthe	 ﾠclosest	 ﾠthing	 ﾠI	 ﾠhave	 ﾠin	 ﾠmind	 ﾠto	 ﾠWallace’s	 ﾠnarrative	 ﾠmodeling	 ﾠis	 ﾠsystems	 ﾠtheory’s	 ﾠemphasis	 ﾠon	 ﾠ
systems’	 ﾠtendency	 ﾠto	 ﾠmodel	 ﾠthemselves	 ﾠin	 ﾠorder	 ﾠto	 ﾠbetter	 ﾠcontrol	 ﾠtheir	 ﾠoperations;	 ﾠLuhmann	 ﾠcalls	 ﾠthis	 ﾠ
modeling	 ﾠ“planning,”	 ﾠamong	 ﾠother	 ﾠthings,	 ﾠand	 ﾠnotes	 ﾠthat	 ﾠ“no	 ﾠsystem	 ﾠcan	 ﾠprovide	 ﾠitself	 ﾠwith	 ﾠa	 ﾠcomplete	 ﾠself	 ﾠ
description”	 ﾠ(470).	 ﾠPlanning	 ﾠor	 ﾠmodeling	 ﾠthus	 ﾠintroduces	 ﾠeven	 ﾠmore	 ﾠcomplexity	 ﾠinto	 ﾠa	 ﾠsystem.	 ﾠHence,	 ﾠ
perhaps,	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠWallace’s	 ﾠnovels	 ﾠcontain	 ﾠseveral	 ﾠcompeting	 ﾠand	 ﾠoverlapping	 ﾠmodels	 ﾠof	 ﾠcommunity	 ﾠand	 ﾠ
narration.	 ﾠ	 ﾠA	 ﾠwork	 ﾠlike	 ﾠInfinite	 ﾠJest	 ﾠis,	 ﾠin	 ﾠturn,	 ﾠitself	 ﾠa	 ﾠmodel	 ﾠof	 ﾠa	 ﾠmuch	 ﾠlarger	 ﾠ“Novel	 ﾠSystem”	 ﾠor	 ﾠ“Art	 ﾠSystem.”	 ﾠ
3	 ﾠPaul	 ﾠGiles	 ﾠhas	 ﾠmade	 ﾠthe	 ﾠsmart	 ﾠpoint	 ﾠthat	 ﾠone	 ﾠof	 ﾠWallace’s	 ﾠuncanny	 ﾠstrengths	 ﾠis	 ﾠhis	 ﾠability	 ﾠto	 ﾠabsorb	 ﾠjargons	 ﾠ
and	 ﾠdiscourses—say,	 ﾠbusiness-ﾭ‐speak	 ﾠor	 ﾠacademese—and	 ﾠthen	 ﾠdemonstrate	 ﾠwhat	 ﾠsorts	 ﾠof	 ﾠhuman	 ﾠbeings	 ﾠare	 ﾠ
formed	 ﾠby	 ﾠ/	 ﾠwithin	 ﾠthose	 ﾠdiscourses	 ﾠ(Giles	 ﾠpassim).	 ﾠI,	 ﾠhere,	 ﾠam	 ﾠinterested	 ﾠin	 ﾠwhat	 ﾠhappens	 ﾠwhen	 ﾠWallace	 ﾠis	 ﾠ
actively	 ﾠinventing	 ﾠthose	 ﾠsystems	 ﾠof	 ﾠdiscourses.	 ﾠ
4	 ﾠWallace	 ﾠin	 ﾠa	 ﾠletter	 ﾠto	 ﾠDon	 ﾠDelillo,	 ﾠcited	 ﾠin	 ﾠD.T.	 ﾠMax,	 ﾠ“The	 ﾠUnfinished”	 ﾠ(59).	 ﾠ
5	 ﾠThanks	 ﾠto	 ﾠAdam	 ﾠKelly	 ﾠfor	 ﾠcalling	 ﾠmy	 ﾠattention	 ﾠto	 ﾠthis	 ﾠpassage.	 ﾠ
6	 ﾠDFW	 ﾠqtd.	 ﾠin	 ﾠD.T.	 ﾠMax,	 ﾠ“The	 ﾠUnfinished”	 ﾠ(58).	 ﾠ
7	 ﾠSylvanshine	 ﾠdoes	 ﾠnot	 ﾠseem,	 ﾠfor	 ﾠexample,	 ﾠto	 ﾠintuit	 ﾠdata	 ﾠabout	 ﾠdistant	 ﾠgalaxies	 ﾠor	 ﾠmicroorganisms	 ﾠcrawling	 ﾠ
along	 ﾠthe	 ﾠMarianas	 ﾠTrench.	 ﾠ	 ﾠThe	 ﾠexact	 ﾠheight	 ﾠof	 ﾠMount	 ﾠErebus,	 ﾠit	 ﾠturns	 ﾠout,	 ﾠmight	 ﾠbe	 ﾠconnected	 ﾠto	 ﾠSylvanshine	 ﾠ
on	 ﾠaccount	 ﾠof	 ﾠthe	 ﾠmountain’s	 ﾠbeing	 ﾠthe	 ﾠsite	 ﾠof	 ﾠa	 ﾠplane	 ﾠcrash	 ﾠin	 ﾠ1977.	 ﾠ	 ﾠ 30	 ﾠ
8	 ﾠRelatedly,	 ﾠsee	 ﾠWallace’s	 ﾠ2005	 ﾠnote	 ﾠto	 ﾠFranzen:	 ﾠ“Karen	 ﾠis	 ﾠkilling	 ﾠherself	 ﾠrehabbing	 ﾠthe	 ﾠhouse.	 ﾠI	 ﾠsit	 ﾠin	 ﾠthe	 ﾠ
garage	 ﾠwith	 ﾠthe	 ﾠAC	 ﾠblasting	 ﾠand	 ﾠwork	 ﾠvery	 ﾠpoorly	 ﾠand	 ﾠhaltingly	 ﾠand	 ﾠwith	 ﾠ(some	 ﾠdays)	 ﾠgreat	 ﾠreluctance	 ﾠand	 ﾠ
ambivalence	 ﾠand	 ﾠpain.	 ﾠI	 ﾠam	 ﾠtired	 ﾠof	 ﾠmyself,	 ﾠit	 ﾠseems:	 ﾠtired	 ﾠof	 ﾠmy	 ﾠthoughts,	 ﾠassociations,	 ﾠsyntax,	 ﾠvarious	 ﾠverbal	 ﾠ
habits	 ﾠthat	 ﾠhave	 ﾠgone	 ﾠfrom	 ﾠdiscovery	 ﾠto	 ﾠtechnique	 ﾠto	 ﾠtic.	 ﾠ	 ﾠIt’s	 ﾠa	 ﾠdark	 ﾠtime,	 ﾠworkwise,	 ﾠand	 ﾠyet	 ﾠa	 ﾠvery	 ﾠlight	 ﾠand	 ﾠ
lovely	 ﾠtime	 ﾠin	 ﾠall	 ﾠother	 ﾠrespects”	 ﾠ(Max	 ﾠ60).	 ﾠ
9	 ﾠQtd.	 ﾠin	 ﾠD.T.	 ﾠMax,	 ﾠ“The	 ﾠUnfinished”	 ﾠ(58).	 ﾠ
10	 ﾠAn	 ﾠanalogy	 ﾠmight	 ﾠbe	 ﾠDerrida’s	 ﾠdiscussion	 ﾠof	 ﾠ“the	 ﾠinvention	 ﾠof	 ﾠthe	 ﾠother.”	 ﾠ	 ﾠIn	 ﾠHillis	 ﾠMiller’s	 ﾠreading,	 ﾠDerrida	 ﾠ
claims	 ﾠthat	 ﾠ“a	 ﾠliterary	 ﾠwork	 ﾠis	 ﾠnot	 ﾠthe	 ﾠ‘invention’	 ﾠin	 ﾠthe	 ﾠsense	 ﾠof	 ﾠmaking	 ﾠup,	 ﾠfabricating,	 ﾠbut	 ﾠin	 ﾠthe	 ﾠmore	 ﾠ
archaic	 ﾠmeaning	 ﾠof	 ﾠfinding,	 ﾠcoming	 ﾠupon.	 ﾠWhat	 ﾠthe	 ﾠwriter	 ﾠinvents,	 ﾠin	 ﾠthe	 ﾠsense	 ﾠof	 ﾠfinding	 ﾠor	 ﾠdiscovering	 ﾠit,	 ﾠis	 ﾠ
defined	 ﾠby	 ﾠDerrida	 ﾠas	 ﾠthe	 ﾠabsolutely	 ﾠ‘other’”	 ﾠ(Miller	 ﾠOn	 ﾠLiterature	 ﾠ79).	 ﾠThe	 ﾠSDI	 ﾠModel	 ﾠis	 ﾠthe	 ﾠsimultaneous	 ﾠ
horror	 ﾠat	 ﾠthe	 ﾠthought	 ﾠthat	 ﾠthe	 ﾠinvention	 ﾠis	 ﾠwholly	 ﾠother	 ﾠor	 ﾠwholly	 ﾠsolipsistic.	 ﾠ
11	 ﾠIn	 ﾠthis	 ﾠcontext	 ﾠMarshall	 ﾠBoswell	 ﾠcorrectly	 ﾠreads	 ﾠthe	 ﾠwraith	 ﾠas	 ﾠa	 ﾠparticular	 ﾠinflection	 ﾠof	 ﾠWallace’s	 ﾠnarrative	 ﾠ
voice	 ﾠ(Boswell	 ﾠ170).	 ﾠ
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